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PREFACE 


It is now nearly fifty years since the last so-called Variorum Edition 
of Shakespeare, edited by Boswell, (t^e son of Johnson's biographer,) 
was publislied in twenty-one octavo volumes ; and whatever may be 
the defects of the notes therein collected, and however much they 
may seem to justify the contempt heaped upon * Shakespearian com- 
mentators,' or be sneered at as ^necessary evils,' that edition remains 
to this day the storehouse whence succeeding editors of Shakespeare 
have drawn copious supplies of illustration and criticism. It is 
indispensable to a thorough study of Shakespeare — ^as necessary to 
Shakespeare as Orelli to Horace, or Dissen to Pindar. Not that 
an acquaintance with this mass of commentary is essential to the 
enjoyment of Shakespeare's plays, or that there may not be even a 
very full appreciation of their marvellous beauties as they appear in 
the unaided text. A man may be a good Christian without any 
knowledge of the commentaries on the Bible, and yet no one ques- 
tions their value. » 

Nevertheless, valuable as the Variorum of 1821 is, it is very far from 
supplying the needs of Shakespeare students at the present day. It is 
in fact merely rudimentary. In the fifty years that have elapsed sinc^ 
its publication, Shakespearian criticism has made great progress, 
greater in fact than during any other preceding half-century; and, 
although in the list of recent editors are found no such world- 
renowned names as Pope and Johnson, yet Shakespeare has never had 
critics who brought to their task greater learning, keener critical 
sagacity and more reverential love than have been shown by his more 
modern editors. The student of Shakespeare is no longer offended by 
the patronizing tone in which it was the wont to refer to ^our author' 

01 'our poet,' obscure passages are no longer termed 'nonsense* 
A* v 
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i|!Ui(& ^tn’usKbe itf6nn4l,' and the cry of ‘bad grammar’ is hushea, 
w art of wrilbg notes by exclaiming'^at the * asinine tastelessness 
of preceding* criti9S, so wittily described by Dr. Johnson, is happily 
becoming one of the lost arts, 'and scathing invective over matters 
which might seem to ^xerdf^e the wit without engaging the passions,’ 
has disippearecf before a single desire to make clear what is obscure. 

The valuable notes, however, of such editors as Knight, Singer, Col- 
lier, Ulrici, Delius, Dyce, Hudson, Staunton, White, Clarke, Keight- 
^ ley, an^l^alliwell, jire to be found only in as many different volumes ; 
and ^ to gather the comments of these critics on doubtful passages 
involves no small amount, of labour and much delay. To abridge the 
labour and to save the time by collecting these comments after the 
manner of a Variorum and presenting them, on the same page, in a 
condensed form, in connection with the difficulties which they explain, 
is the purpose and plan of the present edition. 

A review of the critical labours of preceding editors, 

* Many for many virtues excellent, 

*None but for some, and yet all different,’ 

belongs more properly to the ^general Preface of all the Plays rather 
than to the Preface of a single Play, even if such a review be not, 
under any circumstances, impertinent in an edition like the present, 
where every editor speaks for himself. 

The appearance, in 1863, of the so-called Cambridge Edition created 

an era in Shakespearian literature, and put all studeilts of Shakespeare’s 

« 

text in debt to the learned and laborious editors: Messrs. Glover, 
Clark, and Wright, 

In the Cambridge Edition, at the foot of every page, is given a 
thorough and minute cqllation of the Quartos and Folios and a 
majority of the varia lectiones of many modern editors, together with 
many conjectural emendations, proposed, but not adopted into any 
text — the result on the part of the editors of very extensive reading. 
It is hardly possible to over-estimate the critical and textual value 
of such an edition. 

The respect, however, wherein the plan of the Cambridge Edition is 
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open to improvement — ^and I^say it with 

gives the readings of the old editions, it omits to note the adopdc^ 
or rejection of them by the yarious editors, whe^by'ln important 
element in estimating these readings is panting; however uncouth 
a reading may seem af first sight, it ceases toiie the ' sophistication* 
of a printer when we learn that men so judicious as CapellifOr Dyce 
had pronounced in its favour ; and in disputed passagesMl is of great 
interest to see at a glance on which side lies the weight Of authority! 
Moreover, by this same defect in the plan of the GambridgepMition, 
credit is not always given to that editor who, from among the ancient 
readings, first adopted the text since generally received ; and> indeed; 
the Cambridge Editors themselves suffer from this omission, when it 
happens, as it sometimes does, that their own excellent selection is 
passed over uncredited. 

, It was this omission in the textual notes of the Cambridge Editors 
that first led to the present undertaking, which is designed to supply 
that want, and at the same time to make a New Variorum, which, 
taking the Third Variorum, that of 1821, as a point of departure, 
should contain the notes of the editors since that date only; in 
other words, to form a supplement to the Third Variorum. But it was 
very soon found that the extent to which the notes of the Variorum 
enter into the composition of the notes of subsequent editors ren- 
dered such a plan impossible. It was therefore decided to prepare a 
New VarionAn, superseding that of 1821 in so (arcs it should contain 
all the notes in the latter, except such as the united judgments of all 
the editors since that date hav6 decided to be valueless, together with 
all the original notes of these editors themselves. 

Of this edition the First .Volume is here presented to the public ; and 
nothing more remains to be added but an explanation of the plan and 
principles upon which it has been formed. 

First In the matter of Text, I had originally decided, in order to 
save printing and space, to adopt the text of some one edition from 
which all the variations of the Quartos and Folios and other editions 
should be noted, and for this purpose the Cambridge Edition was 
selected; but, in consequence of unforeseen obstacles, I altered my 
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pian^ Imd have^ as a general rule, adopted the reading of a majority 
of the ablest editors, but not always : in some cases I have followed 
only one editor ; and this I have felt at liberty to do, since, in such 
an edition as the present, it makes very little difference what text is 
printed in extenso^ since every other text is also printed with it on the 
same pag;p. 

Secondly. In the textual notes will be found a collation of the Four 
Folios, four out of the five Quartos, and the texts of the thirty-five 
editions enumerated on p. xvii. Only those readings are noted which 
vary from the text ; all that are not mentioned agree with it. Students 
accustomed to the use of the textual notes in the Cambridge Edition 
will not, I think, find any difficulty in understanding mine. Of course 
abbreviations were indispensable, but I have endeavoured to make them 
as intelligible as possible. 

*The rest' signifies all the Quartos and Folios other than those speci- 
fied ; for this abbreviation I am indebted to the Cambridge Edition. 

The editors from Rowe to Gapell agree far oftener than they dis- 
agree; I have therefore employed the sign to denote Rowe, 

Pope, Theobald, Hanmer, Warburton, and Johnson. When one or 
two of them are noted as following one reading, the sign is 

still made to do duty for the others that follow another reading. 

As many of the editors have adopted the text of the Variorum, I 
have used the abbreviation ^Var,' to denote the Variorum of 1821, 
Rann, Harness, Singer (ed. i), Campbell, Cornwall and Hazlitt ; it 
also includes Steevens’s edition of 1793. Collier*s text, unless other- 
wise noted, invariably includes Verplanck^s. 

When after either of the two latter abbreviations, and Fbr., 
the name of any editor is included in a parenthesis, it is to be under- 
stood that the editor thus distinguished follows, unless otherwise noted, 
the same reading as in the text. It is to be borne in mind that this is 
the rule only after these abbreviations ; when parentheses are elsewhere 
employed they designate the editor who first suggested the given 
emendation ; e. ^., in Act I, scene v, line 92, *fine’\ Theob. (Warb.)’ 
means that although Theobald’s is the first edition in which this 
reading is found, instead of the ^sinne* of the Quartos and Folios, 
yet it was Warburton’s suggestion. This form of abbreviation I have 
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also adopted from the Cambridge Edition, as also the letters F. 
with inferior numerals to betoken the various Folios and Quartos. 

When, aft^r certain readings have been no|ed as followed by certain 
editors, all the rest of the editors adopt the reading of the VarioiTim, 
I have used the abbreviation * Var. et cet^ Exceptions are placed in 
parentheses; e. I, v, 19, ^You are welcome'] Var. etcet. (Knt. Dyce, 
Sta. Clarke, Cambr.)’ means that the editors in parenthesis do not 
adopt the reading of the Variorum and the rest, but read as in the 
text. 

Where the Quartos and Folios have a uniform reading different 
from the generally accepted modern text, the editor who introduced 
the change is specified without giving the list of his predecessors who 
followed the ancient reading. I, iv, 47, *our five] Mai. (Wilbra- 

*ham conj.) our fine Qq. Ff. Ulr.* signifies that Malone, at the' sug- 
gestion of Wilbraham, first read ^ five* for fine^ and that Rowe, Pope, 
Theobald, Hanmer, Warburton, Johnson, Capell, and Steevens followed 
the old copies ; and lastly that Ulrici ^one, of editors since Malone, 
reverted to the Quartos and Folios. 

I have very seldom noted the varice lecHones of the First Quarto ; it 
differs so widely that to do so in every instance in foot-notes is 
impossible. I have therefore followed the example of the Cambridge 
Edition, and reprinted it entire at the end of the play. When referred 
to in the textual notes it is designated as (Q,). 

For the sake of economy in space I have not always recorded the 
metrical arrangement of Rowe, who almost invariably follows the 
Fourth Folio. 

The Manuscript Corrector of Mr Collier’s Second Folio I have 
uniformly designated by the sign * ColL and where his emen-- 

dations have been adopted by subsequent editors I have sometimes 
violated the chronological order by placing him the first in the list, — 
before Ulrici, his warmest advocate. 

In some other instances also I have placed an editor immediately 
after an emendation suggested by him, but^adopted by others in edi- 
tions which chronologically precede his. E. ^., V, iii, 169, Dyce sug- 
gested ^rest,* for rust in his * Remarks’, &c., published in 1844, which 
was adopted by three editors before Dyce’s own edition appeareJf in 
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1857. I have nevertheless placed Dyce before the others. In all these 
cases the commentary will explain any such apparent irregularity. 

' When, in recording the varioR lectiones of the Quartos and Folios, the 
point at issue is a matter of punctuation, I have not noted trivial dif- 
ferences of spelling, but have followed the spelling of the majority. 
E. where attention is called to the period after enough^ although the 
First and Second Folio have ^inough* and the Third Folio has 
* enough,' I have thought it sufficient to record Enough. F^F^Fy 

On the other hand, when it is a matter not of punctuation, but of 
words, I have not swelled the space of the notes by giving every 
variety of punctuation. E. g.^ Ill, v, 176-178, Theobald, Hanmer 
and Warburton are recorded as following Pope in adopting the lines 
from the First Quarto, although they differ from him immaterially in 
punctuation. 

Mere verbal differences in Stage-directions I have not recorded ; 
where Rowe has ^Ex. Mer. Ben.' and the text reads ‘Exeunt Mercu- 
‘tio and Benvolio,' the whole phrase is credited to Rowe. It shows 
little respect for the reader to leave nothing to his intelligence. 

‘ As the textual notes in this edition at once invite comparison with 
those in the Cambridge Edition, it may not be needless to state briefly 
the points of identity and difference. 

The collation of the Quartos and Folios is wholly my own, so far as 
examining every word in every one of them can make it so. I have 
conducted the examination with all the carefulness at my command. 
I have not wittingly recorded a single reading in them at second hand, 
except in the case of the Fifth Quarto, of which I have only an im- 
perfect copy, lacking about seventy lines at the end of the first Act, 
and about a hundred and fifty at the end of the fifth ; within these 
spaces I am indebted to Prof. Mommsen and the Cambridge Editors 
for citations of that Quarto. For the collation of the other Quartos 
I have used Mr Ashbee's Facsimiles, between which and the readings 
recorded in the foot-notes of the Cambridge Edition I have found 
about twenty discrepancies, all trifling, and tending to show that the 
original copies used by Mr Ashbee and the Cambridge Editors varied. 
For instance, in I, v, 115 the Cambridge Edition gives Catuletzs the 
realing of Qj, Mr Ashbee's Facsimile has ‘ Capulet'; in III, iii, 160 
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Cambridge Edition records learaing in Q4, the Facsimile has 

* Learning in V, i, 7 the former notes from dreames that gives^ the 
latter 'dreame that gives’; brase of the Cambridge Edition is ^ brace* 
in the Facsimile, &c. &c. (It may not be amiss to add that the read^ 
ings of the Facsimile that vary from the Cambridge Edition have been 
hindly verified for me by an eminent Shakespearian collector in Lon* 
don, and found to agree with the original copies in the British Museum 
and in his own Library.) About the same number of discrepancies 
appeared between the original Folios that I have used and those used 
by the Cambridge Editors. For instance, the latter note ' migh'st F/; 

* stent thou F3’; ^ saint-seucing F,’ for ‘migh’st,’ ‘stent thee,* and 
‘ saint-seuncing* in my copies respectively. I do not doubt but that 
the Folios used by the Cambridge Editors would in every the smallest 
particular sustain the correctness of their notes, so greatly do the old 
copies, Quarto and Folio, of the same date, differ, but I mention these 
facts solely for the sake of justifying the discretion which I have used 
in recoiding the varies lectiones of these ancient copies. I have not 
noted manifest misprints in passages about which there never has been 
and never can be any difficulty, or such differences of spelling as Wens* 
day or Wendsday for Wednesday, Petrucheo for Petruchio, or Catulet 
for Capulet j nor have I noted differences of punctuation where the 
sense could be in no wise affected. Were there any evidence that 
Shakespeare had ever corrected the proof-sheets of this play, or that it 
was even printed from his manuscript, every comma should be held 
sacred, but when we know that we have to get at Shakespeare ofttimes 
through the interpretation of an ignorant compositor, and that copies 
of the very same date differ, such minute collation verges on trifling 
and caricature. The punctuation adopted by such critics as Dyce, or 
Staunton, or the Cambridge Editors appears to me of much higher 
authority than that of the Quartos and Folios. Of course the case is 
very different in doubtful or disputed passages, where the student 
should have before him every aid that the old copies can afford, and 
no mispelling nor misprint is too gross, nor punctuation too minute, 
to be recorded. 

Apart from the distinctive feature of the footnotes of this edition, 
which is, that the different texts are given of over thirty modem edi« 
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Uo^Si and apart from the discretion which I have exercised in recording 
the collation of the Quartos and Folios, the most noticeable difference 
between the textual notes in the present edition and those in the Cam- 
bridge Edition is, that 1 have not noted all the phrases and passages 
omitted by Pope, whose edition was not a success in his own day, and 
never has been since. His omissions were monstrous and arbitrary, 
and where they have not been endorsed by any subsequent editor, 
except perhaps Hanmer, I have not noted them. When other editors 
have followed his example, the omission is duly recorded. 

Wherever I have adopted in the textual notes a varia lectio from 
the Cambridge Edition, I have acknowledged it by placing after it 
an asterisk. 

In the Commentary will be found, yfrj/, the notes adopted by modern 
editors from the Variorum of 1821, and at the end of every note the 
names in Italics of all the editors by whom it has been adopted. 

Then follow the original notes of the English and German editors. 
From all notes I have omitted references simply to the varies lec- 
Hones of the old copies, except where they were necessary to explain 
the substance of the note. 

I have also omitted the personalities of editors. One or two of 
them have been thoughtlessly retained in the earlier pages of this 
volume, before I had made it a stringent rule to exclude them, and 
when I had not fully in mind that portion of Dr Johnson’s brilliant 
preface which the reader will pardon me for quoting, since Shake 
speare commentators have so often offended in this respect: ‘It is 
‘ not easy to discover from what cause the acrimony of a scholiast can 

* naturally proceed. The subjects to be discussed by him are of very 

* small importance ; they involve neither property nor liberty ; nor 

* favour the interest of sect nor party. But whether it be, that :viall 

* things make mean men proud ^ and vanity catches small occasions ; or 

* that all contrariety of opinion, even in those that can defend it no 
‘longer, makes proud men angry; there is often found in comment- 
‘ aries a spontaneous strain of invective and contempt, more eager and 
‘venomous than is vented by the most furious controvertist in poli- 
‘ tics against those whom he is hired to defame. Perhaps the lightness 
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* of the m^ter may conduce to the vehemence of the ag *ncy ; when jth^ 

* truth to be investigated is so near to> inexistence as to escape atten* 
<tion, its bulk is to be enlarged by rage and exclamation; feat to 
^ which all would be indifferent in its original state may attract notice 

* when the fate of a name is appended to it. A commentator has indeed 
^ great temptation to supply by turbulence what he wants of digiiity, 

* to beat his little gold to a spacious surface^ to work that to foam 
which no art or diligence can exalt to spirit.' 

From the German editions those notes only are taken which are 
not exclusively designed for a German public. Here and there expla*^ 
nations which I have introduced from this quarter have been drawn, I 
apprehend, from the ‘ depths of German consciousness.* To save space, 
I have not included the names of German editors among those who 
have adopted the Variorum notes, nbr have I repeated those notes 
from the Variorum which only the foreign editors have selected. As 
may be very ^naturally supposed, (although the opposite belief h^ 
pretty generally prevailed in Germany,) the foreign editors are indebted 
at every step to the English editors. Lessing revealed Shakespeare 
to Germans, but not to Englishmen. Rowe, Pope, Theobald, Hanmei, 
Warburton, and Johnson had supplied with their editions the English 
demand for the works of him whose supremacy all acknowledged, 
before Lessing’s powerful voice was raised in the interest of Shake- 
speare ; and at the very hour that he was writing his Hamburgische 
Dramaturgies Capell was producing, with a laborious care rarely 
surpassed, an edition which to this day stands almost unrivalled 
for purity of text. In philosophical or aesthetic criticism on Shake- 
speare the Germans have shown themselves eminent, and it has been 
a very grateful task to lay before the English reader some of the results 
of their keen and refined labours; at no time has the lack of 
space been more irksome than when it has compelled me to abridge 
or omit much of German criticism that I have been anxious to retain. 
Occasionally the demand made by German commentators upon our 
admiration a little outruns our ability to meet it, as when, for exam- 
ple, Prof. Lemcke of Marburg says : 

* Let us fqr once lay aside our proverbial modesty, and openly de- 

* dare that it is not the affinity of race, nor the indications in his poetry 

B 
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• of a German spirit, which have brought us so close to Shakespeare, 
*but it is that God-given power vouchsafed to us Germans before all 

* other nations, by the grace of which we are enabled to recognize true 
'genius, of whatsoever nation, better than other nations, ofttimes better 
' than its own, and better to enjoy and to appropriate its gifts. We un- 
' derstand and love Shakespeare by virtue of that same German insight 
' which has helped the Italians to understand their Dante, which has 
' helped the Spaniards to arrange their Romances, and which is now 
' and always helping the French to explore the treasures of their me- 
'discval literature. We comprehend and love Shakespeare by virtue 
' of that Faust element in us which instinctively recognizes a genius 
'where other nations, with their Wagner eyes, can perceive only a 
'black poodle — in a word, we comprehend and love Shakespeare 
'because we are undeniably a "Nation of Thinkers,'* as other nations 
'have before now so often been obliged with ill-concealed vexation to 
'acknowledge.* 

Our defence, if any be needed, may safely be left in the hands of 
BO accomplished a scholar as Prof. Mommsen, whose edition of 
Romeo and Juliet will stand as long as Shakespeare is studied, a 
monument of critical sagacity, patient toil and microscopic investi- 
gation of the text. ' It is assuredly a valuable work,* says this eminent 
scholar, 'to epitomize intelligently the great English commentaries 
' on Shakespeare ; here and there by a collation of the old copies we 
' may happily settle some doubtful reading, but it is a perilous game 
'not to confess, under all circumstances, frankly and modestly, that 
'we are wholly dependent on the English; verily we should suffer 
' wreck if with the one hand we accept from them all the means by 
'which we live and breathe, and with the other, by way of thanks, 
'fling scorn and contempt upon their names.* 

I have also introduced here and there into the Commentary, from 
nearly fifty different sources, criticisms and notes which seemed too 
fragmentary to be inserted in the Appendix, and which might lose 
much of their point separated from the passages to which they apply. 
Many of these more properly come under the head of Illustrations ; 
but I was unwilling to separate them from the text for the reason just 
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given, and also because I did not wish to introduce another division 
in a volume that seems already sufficiently varied. 

In the Appendix are given, first, certain notes that were too long to 
be inserted in the Commentary, and next the various Prefaces of the 
different modern editors, digested and divided under separate subjects. 
Then follow extracts from English, French, and German critics. Con- 
tinually haunted as I have been by the fear of making the volume too 
bulky, I have been obliged to make a selection, and in so doing J 
decided to give more space to the French and German than to the 
English. It must be borne in mind that references to this tragedy 
alone, and not to Shakespeare in general, would be appropriate 
in this volume. It has given me especial pleasure to lay before the 
English reader the extracts from the French : it is but little known, 
in this country at least, outside the ranks of Shakespeare students, 
how great is the influence which Shakespeare at this hour is exerting 
on French literature, and how many and how ardent are his admir'=»ro 
in that nation. 

On p. xviii I have enumerated, in the list of books quoted, some six 
or seven volumes, which, judging from their titles only, might seem 
to contain matter that should be incorporated in a volume like the 
present, but in which nothing has been found either pertinent or avail- 
able. They have been included, however, in the list, lest their 
absence should imply neglect or oversight on the part of the editor. 
It is not to be supposed that tlie list contains all or nearly all of the 
Books, Pamphlets, or Reviews that have been consulted. 

In the4:extual notes will be found the valuable conjectures of Profes- 
sor George Allen of the University of Pennsylvania ; in the Appendix 
is his explanation of the theory on which they are, most of them, 
based; no one who has studied Sidney Walker’s volumes can fail to be 
interested in the development of a law of pronunciation and rhythm 
which that acute critic so narrowly missed, and which here, for the 
first time, has found an expositor whose name has been for so many 
years a synonym, in our city, for accurate and finished scholarship. 
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Steevens’s remark, in the last century;# that every new edition of 

• • 

Shakespeare must be an experiment, is emphatically true of the present 
volume, and to suppose that no errors lurk in it would betoken in the 
editor a strange degrea of folly. It will be preternatural if there be 
not many in it. In excuse for the imperfections of mj^ work, I should 
doubtless have quoted the Latin proverb, ha^ I not lately noted that 
Cotgrave, a contemporary of Shakespeare, considered * Hvmanum est 
* errare’ as even in his day quite too threadbare to serve as an excuse for 
those errors / such as the malicious and ignorant shall captiously pinch 
CT fondly point at.* I shall therefore only say that where errors may 
be found, they are not due to any stinted painstaking on my part. 

There now only remains to me the pleasant duty of acknowledging 
the kind offices that have lightened my labours. My chiefcst thanks 
are tendered to Professor Allen, whose mature judgment, and ripe and 
accurate scholarship, have frequently afforded me, while the work was 
going through the press, that aid and comfort, which only those can 
appreciate who have entered upon the thorny, perilous, and bewilder- 
ing path of an editor. To Mr A. I. Fish, whose name has been so 
long associated in this city with the study of Shakespeare, and who has 
for many years been the Dean and the moving spirit of ^The Shak- 
spere Society of Philadelphia,* I owe my warm acknowledgments for 

his friendly interest and unfailing sympathy, as well as for the unre- 

* 

stricted use of his library where my own was deficient. To Mr Edwin 
Forrest my sincere thanks are due for the prompt and liberal manner 
in which he placed at my service his valuable copies of the Second 
and Third Folios. To Mr Robert F. Smith I am also indebted for the 
loan of Halliwell’s Folio Edition. I cannot lay claim to all the trans- 
lations in the Appendix. Some of those from the German were made 
by my father, and some from the French by my sister, Mrs A. L. 
WiSTER, and by one still nearer. The public, who have so often and 
so emphatically welcomed other translations from the hands of the 
first two, will thus have a proof that certain portions, at least, of this 
work are* beyond criticism. 


H. H. F. 
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Romeo and Juliet 



DRAMATIS PERSONiE.* 


Escalus, prince of Verona. 

Paris, a young nobleman, kinsman to the prince. 

Moniague, "I Houses at variance with each other. 

Capulet, ) 

Romeo, son to Montague. 

Mercutio, kinsman to the prince, and friend to Romeo. 
Benvolio, nephew to Montague, and friend to Romeo. 

Tybalt, nephew to Lady Capulet. 

An old man, of the Capulet family. * 

Friar Laurence, a Franciscan. 

Friar John, of the same order. 

Balthasar, servant to Romeo. 

Sampson, 

Gregory, 

Peter, servant to Juliet’s nurse. 

Abraham,® servant to Montague. 

An Apothecary. 

Three Musicians. 

Page to Paris ; another Page ; an Officer. 


'’1 

) 


servants to Capulet. 


Lady Montague, wife to Montague. 

Lady Capulet, wife to Capulet. 

Juliet, daughter to Capulet. 

Nurse to Juliet. 

Citizens of Verona ; Kinsfolk of both Houses ; Maskers, Guardfi, 
Watchmen, and Attendants. 

Chorus. 


Scene; Verona: Mantua. 


Dramatis PERSONiB.] Dyce, Cambr. First given, imperfectly, by Rowe, 
of the.. .family] his cousin, Capell. Uncle to Capulet, Var. 

Abraham] Dyce, Cambr. Abram, Var. et cet. 



THE TRAGEDY OF 


Romeo and Juliet. 


PROLOGUE. 


Enter Chorus. 

Chor. Two households, both alike in dignity, 

In fair Verona, where we lay our scene, 

From ancient grudge break to new mutiny. 

Where civil blood makes civil hands unclean. 

From forth the fatal loins of these two foes J 

A pair of star-cross’d lovers take their life ; 

Whose misadventured piteous overthrows 

Do with their death bury their parents* strife. 

PROI.OGUE. Enter Chorus. Chor.] i — 14. T 7 ao.,.mend,’\ Om. Ff. Rowe 

Dyce (ed. 2), Camb. Edd. The Prologue. inserts ad fm. 

Corns or Chorus. Qq, 8. Do'\ Rowe. Doth Qq. Ulr. Sta. 

1 

Enter Chorus] Mal. This I suppose meant only that the prologue was to be 
spoken by the same person who personated the Chorus at the end of the first Act. 
[Dar. Coll. Verp. Ends. White, Hal. Clarke. 

Ulr. This was the usual name of the person who spoke the prologues and epi- 
logues to the play or to single acts — a custom derived from those older dramas 
which (like the Gorboduc of Lord Sackville and Th. Norton, 1562), modeled on the 
antique, adopted the Chorus, and employed it as a Prologue. This Chorus is proba- 
Jjly not Sh.’s, and was therefore omitted by Pleminge and Condell. 

8. Do] Coll. **Doth'' is a grammatical error, not corrected in subsequent 
editions, 

Ulr. Tlie old reading may be justified in two ways. First of all, Percy, one of 
the most thorough scholars in Old English literature, remarks that in Old English 

3 
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ROMEO AND JULIET. 


[prologue. 


The fearful passage of their death-mark’d love, 

And the continuance of their parents' rage, 

Which, but their children's end, nought could remove 
Is now the two hours' traffic of our stage ; 

The which if you with patient ears attend. 

What here shall miss, our toil shall strive to mend. 

\Exit, 

14. here\ heare Q3. 

[exit] Capell, Dyce (ed. 2). Om. The rest, 

not only the third person singular but also the third person plural has, in the present 
tense, the 5 nal syllable eth; and Toilet traces this to the Anglo-Saxon, in which it 
is the grammatical rule, corresponding to the Danish-Saxon that has only es instead 
of eth. Shakspere thus may have adhered to the Old English form here and there, 
where it suited him. He mostly uses it, however (and this is the second reason in 
favor of **Doih”)j only where, at all events, it has the force of the singular — namely, 
where the sense is collective, and the plural (as here, “ overthrows”) has essentially 
the signification of the singular. 

White. I am not quite sure that the disagreement [of with the nomi. 

native is the result of a misprint or of any other error. 

12. two hours] Del. This time as the probable duration of one of Sh.’s dramai 
occurs also in the Prologue to Hen. VIII : — “ may see away their shilling Richly it 
two short hours.” 




ACT I, SC. i.] 


ROMEO AND JULIET. 


ACT I. 

Scene L Verona, A public place. 


Enter Sampson and Gregory, of the house of Capulet^ 7 vith swords and bucklers. 


Sam. Gregory, on my word, well not carry coals. 


Act I. Scene i.] Actus Primus. 
Scama Prima. Ff. Om. in Qq. 

A public Place.] Capell. The Street 
in Verona. Rowe. 

of the,... bucklers.] with ....bucklers, 


of....Capulct. QqFf. oddly arm’d. Ca- 
pell. 

I. on'] Qq. Pope, &c., Coll. Ulr. Del. 
White, Camb. Edd. A F.F^Fy a F^, 
Rowe, o' Capell, Var. el cet. 


Stage Direction] Camb. Edd. There is no division into Acts and Scenes in the 
Quartos, nor any trace of division in the Folios, except the ** Actus Primus, Semna 
Prima” at the beginning of the play. 

I. carry coals] Steev. Warburton observes that this was a phrase formerly m 
use to signify the bearing of injuries; but, as he gives no instances, I subjoin the 
following. Nash in his Have With you to Saffroii Walden, 1595, says: “We will 
bear no colcSyl warrant you.” Again, in Marston’s Antonio and Mcllida, second 
part, 1602: “He has had wrongs; and if I were he I would bear no coles.^* 
Again, in Law Tricks, by John Day, 1608 : “I’ll caj'ry coals an you will, no horns.” 
In May-Day, by Chapman, 1610 [in Sing., 160S] : “You must swear by no man’s 
beard but your own, for that may breed a quarrel ; .above all things you must carry 
no coals." “ Now, my ancient being a man of an un-coal-carrying sjurit,” etc. 
Again, in Ben Jonson’s Every Man out of liis Humour; “Here comes one that 
will carry coals; ergo, will hold my dog.” [Cham.] In Hen. V ; III, ii, 49 : “At 
Calais they stole a fire-shovel ; I knew by that piece of service the men would carry 
coals," [Sing. Iluds.] Again, in The Malcontent, 1604 : “ Great slaves fear better 
than love, born naturally for a coal-basket," \Jlal. 

Percy. This phrase continued in use to the middle of the last centuiy. In a little 
satirical piece of Sir John Birkenhead, entitled Two Centuries [of books] of St. 
Paul’s Churchyard, etc., published after the death of King Charles I, No. 22, p. 50, 
is inserted Fire I fire! a small manual, dedicated to Sir Arthur H.asclridge; in 
which it is plainly proved by a whole chauldron of Scripture that John Lillburn 
will not carry coals!' By Dr. Gouge. \Hal. 

Narks. The origin of the phrase is this, that in every family the scullions, the 
turnspits, the carriers of wood and coals were esteemed the very lowest of menials. 
The latter in particular were the servi servorum, the drudges of all the rest. Such 
attendants upon the royal households in progresses were jocularly called the “ black- 
guard,” and hence the origin of that term. [Sing. Huds,] In most of these cases 
charcoal is probably n eant. 

1 * 
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ROMEO AND JULIET. 


[act I, sc. L 


Gre. No, for then we should be colliers. 

Sam. I mean, an we be in choler, we’ll draw. 

Gre. Ay, while you live, draw your neck out o’ the collar. 
Sam. I strike quickly, being moved. 5 

Gre. But thou art not quickly moved to strike. 

Sam. A dog of the house of Montague moves me. 

Gre. To move is to stir, and to be valiant is to stand ; there- 
fore, if thou art moved, thou runn’st away. 

3. an\ Theob. and Qq. Rowe, Capell. Wliite. out of Q^Qj. out of the 

Knt. (ed. i), Cham. Q4Qs» Theob. Warb. Johns. Var. et cet. 

4. outoUhe\ lluds. Dyce, Sta. Cambr. 8, 9. As prose, Pope, from (Q,). Two 

out 0^ th FjFjj. out 0^ th' ^3^4» Rowe, lines, the first ending stand : in QqFf. 

Knt. Upon a passage in Pen Jonson’s “Eveiy Man out of his Humour,” Gifford 
has this note ; “ In all great houses, but particularly in the royal residences, there 
were a number of mean and dirty dependants whose office it was to attend to the 
wood-yard and sculleries, etc. Of these (for in the lowest deep there was a deeper 
still), the most forlorn wretches seem to have been selected to carry coals to the 
kitchen, halls, etc. To this smutty regiment, who attended the progresses and rode 
in the cart with the pots and kettles, which, with every other article of furniture, 
were then moved from palace to palace, the people in derision gave the name of 
blackguards, a term since become familiar, and never proi')erly explained.” \Com. 
Sta. Dyce.'\ In this passage from Den Jonson, we find the jirimary meaning of the 
expression — that of being fit for servile offices ; in a subsequent passage we have the 
secondary meaning — that of tamely submitting to an affront. Puntarvolo insults Shift, 
who, he supposes, has taken his dog ; upon which another character exclaims : “ Take 
heed, Sir Puntarvolo, what you do 1 he’ll bear no coals, I can tell you.” Gifford 
gives an illustration of this meaning (which is the sense in which Sh. here uses it) ; 
— ** the queen was exceedingly well satisfied : saying that you were too like some 
body in the world, to whom she is afrayde you are a little kin, to be content to carry 
coales at any Frenchman’s hand.” Secretary Cecyll to Sir Henry Neville, March 2, 
* 559 - 

White. This phrase was euphemistic slang for “ to put up with an insult.” 

Dyck. To submit to any degradation (“II a du feu en la teste. IJee h very 
tholle 7 ’icke, furious ^ or couragious ; he will cari'ie no coaleil' Cotgrave’s Fr, and 
Engl. Diet., sub. “Teste”). “To carry coals, va the seivse of tamely putting up 
an affront, occurs perpetually in our old writers, both serious and comic.” Gifford’s 
Jonson, vol. ii, p. 169. (In Lyly’s Midas, mention is made of “one of the Cole 
house,” sig. f; 4, ed. 1592 — i. e., one of the drudges about the palace of Midas.) 

2. colliers.] Steev. A very ancient term of abuse. Twelfth Night, HI, iv, 130. 
Any person who would bear to be called a collier was said to carry coals. It after- 
wards became descriptive of any one who would endure a gibe or flout. So, in 
Churchyard’s Farewell to the World, 1 598 : “ He carried coales that could abide no 
gest.” [/Az/. 

Halliwell adds instances from Stephens* Essayes, 1615; Autobiography of Sir 
John Bramston, p. 42; Wild’s Iter Boreale, 1670, p. 65; Canidia, or the Witches, 
1683. 



ACT I, SC. r.] ROMEO AND JULIET. 7 

Sam. A dog of that house shall move me to stand ; I will 
take the wall of any man or maid of Montague’s. 1 1 

Gre^ That shows thee a weak slave ; for the weakest goes to 
the wall. 

Sam.^ Tis true; and therefore women, being the weaker ves- 
sels, are ever thrust to the wall : therefore I will push Mon- 
tague’s men from the wall and thrust his maids to the wall. 16 

Gre. The quarrel is between our masters and us their men. 

Sam. ’Tis all one, I will show myself a tyrant: when I have 
fought with the men, I will be cruel with the maids ; I will cut 
off their heads. 20 

Gre. The heads of the maids ? 

Sam. Ky, the heads of the maids, or their maidenheads; 
take it in what sense thou wilt. 

( 7 m They must take it in sense that feel it. 

Sam. Me they shall feel while I am able to stand : and ’tis 
known I am a pretty piece of flesh. 26 


10, II. Prose, Pope. Two lines, 
QqFf. 

12. a weak slave"] weake slave F^F^. 
weak^ slave F^. 

14. ^Tis true] Tis true Q^Q^Q^. 
True Ff, Rowe, &c., Capell, Var, Knt. 
Pluds. Dyce, Sta. 

14,15. weaker vessels] weakest vessels 
FgF^, Rowe, &c. weakest Warb. Johns. 
17. us] not us Martley conj.* 

19. cruel] dull Q,. ciuill QjF,. 


civill Fj. civil F F , Rowe, Knt. Coll. 

(Cd. I). 

19. / will cut] and cut Ff, Rowe, 

&c., Knt. Dyce. 

21. maids?] maids. Q^Q^. maides. 
Q^. maids! Q^. 

22. their] the Warb. from (Q,)» 
Johns. 

24. in] om. Q,Q3 Fj, Knt. 

25, 26. Two lines, the first ending 
stand: Ff. 


19. I will be cruel] Coll. (ed. i), **civir^ perhaps a misprint for cruel; but 
Sampson may mean to speak ironically. 

Del. Irony here in Sempson’s mouth would be out of place. [ Ulr. 

Coll. (ed. 2), **crueT^ the emendatibn of the (MS.). The misprint of civil for 
**cruel” is allowed to remain in Greene and Lodge’s “ Looking Glass for London and 
England” (Dyce’s edit, i, 74), “And play the civil wanton” for crtiel wanton.” 

Dyce (ed. 2), “ cruel?' On this word Coll. (ed. 2) has a note, in which he shows 
his ignorance of our old language. [The foregoing note of Coll, qupted.] The 
passage in question is, 

“ Madam, unless you coy it trick and trim, 

And play the civU wanton ere you yield,” etc. ; 

where ** civil" means grave, sober. The same author in his Never too Late^ speak- 
ing of the courtesans of Troynovant (f.^., London), tells us that “she that holdeth 
in her eie most ciuility^ hath oft in hir heart most dishonestie, being like the pyrit 
stone that is fier without and frost within.” See my Account of Greene and his 
Writings ^ p. 8, ed. 1861. 
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ROMEO AND JULIET, 


[ACT. I, SC. L 


Gre, Tis well thou art not fish; if thou hadst, thou hadst 
been poor John. Draw thy tool ; here comes two of the house 
of the Montagues. 


Enter Abraham and Balthasar. 

Sam, My naked weapon is out : quarrel ; I will back thee: 
Gre, How ! turn thy back and run ? 31 

Sam, Fear me not. 

Gre, No, marry ; I fear thee ! 

Sam, Let us take the law of our sides ; let them begin. 34 
Gre, I will frown as I pass by, and let them take it as they list. 
Sa 77 i, Nay, as they dare. I will bite my thumb at them ; which 
is a disgrace to them, if they bear it. 

Abr, Do you bite your thumb at us, sir ? 


28. comes tivo <?/] Mai., from (Q,). 
comes of QqFf, Rowe, &c., Knt. Ulr, 
Del. Sta. 

28, 29. house of the\ house of Qq. 
Cambr. 

Enter...] Rowe. Enter two other 


servingfmen, QqFf. After line 37, by 
Dyce, White, Clarke. 

31. rtml] run, F^F^. 

32. ihee/~\Q^, The r^st, Rowe. 
Pope. 

37. a] om. Q,. 


28. poor John] Sta. The fish called hahcy an inferior sort of cod, when dried 
and salted, was probably the staple fare of servants and the indigent during Lent ; 
and this sorry dish is perpetually ridiculed by the old writers as jf>oor John, [Sub- 
stantially also Mai. Sing. Huds. Coll. Dyce^ Cham. 

Cham. The Gadus merluccius. 

28. here comes two] Mai.. The partisans of the Montagues wore a token in 
their hats to distinguish them from their enemies, the Capulets. Hence, throughout 
this play, they are known at a distance. This circumstance is mentioned by Gas- 
coigne, in a Devise of a Masque, written for Viscount Montacute, 1575; 

** And for a further proofe, he shewed in bys hat 
Thys token which the Moimtacutes did beare alwaies, for that 
They covet to be knowne from Capelsy where they pass, 

For ancient grutch whych long ago 'tweene these two houses was.” 

The disregard of concord is in character. [ 5 ’f«^. Huds. Sta. Hal. Clarke, 

Del. The omission of the nominative is characteristic of the careless familiar 
talk of servants. Here comes (something) of the house of Montague. 

Especially [adds Ulr.] as this indefmiteness has a tone of contempt. 

36. I will bite my thumb at them] Steev. Lodge, in Wits Miserie, &c., 
1596: “Behold next I see Contempt marching forth, giving me the Jico with his 
thombe in his mouth,'* [^Sing, Knt, Huds, Dyce^ White, Hal, 

Mal. This mode of quarreling appears to have been common in oar author’s 
time. “ What swearing is there” (says Decker, describing the groups that frequented 
the walks of St. Paul’s Chirch), “what shouldering, what justling, what jeering, 
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Sam. I do bite my thumb, sir. 

Air. Do you bite your thumb at us, sir? 40 

Sa?7t. Is the law of our side, if I say ay? 


Gre. No. 

Sa7n. No, sir, I do not bite 
m% thumb, sir. 

G 7 'c. Do you quarrel, sir ? 
Abr. Quarrel, sir ! no, sir. 

41. [Aside to Gre.] Capell, Sta. 
Clarke, Dyce (ed. 2), Cambr. 

of\ on Q-, Pope, &c., Var. Sing. 

Ktly. 


my thumb at you, sir ; but I bite 

4S 


42. No 2 Aside by Capell, Dyce 
(ed. 2). 

46. sir/ noy"] Dyce, Cambr. sir, no 
Qq. sir? no Ff. sir? no, Rowe, &c., 
Capell, Var. ct cet. 


what bytin^r oj thumbs, to beget quarrels!'^ The Dead Term, 1 608. {^Sing. Corn. 
Knt. Coll. JTuds. White, Dyce, llal. Clarke. 

Nakes. The thumb in this action represented a Jig, and the whole was equivalent 
to a fig for you, or the fico. 

Dags and pistols I 
To bite his thumb at me I 

Wear I a sword 
To see men bite their thumbs ^ 

Ratidolphy Muses' L. Glass. O. PI. ix, 320. \.Smg, 


Knt. There can be little doubt, we apprehend, that this mode of insult was 
originally peculiar to Italy, and was perhaps a mitigated form of the greater insult 
of making the fig or fico, that is, thrusting out the thumb in a peculiar manner 
between tlie fingers. Douce has bestowed much laborious investigation upon this 
difficult and somewhat worthless subject. The commentators have not di.stinctly 
alluded to what appears to us the identity of biting tlie thumb and the fico ; but the 
passage in Lodge’s “Wits Miserie” clearly show^s that the customs were one and 
the same. 

Sing. The mode in which this contemptuous action was performed is thus 
described by Cotgrave, in a passage which has escaped the industry of all the com- 
mentators ; “ Faire la nique ; to mocke by nodding or lifting up the chinne; or more 
propel ly, to threaten or defie, by putting the thumbe naile into the mouth, and with 
H jerke (from the upper teeth) make it to knacke.” [Corn. Iluds. Dyce, Sta. 
Hal. Cham. Clarke. 

Hunter. A trait of Italian manners. Thus Fuller, in his Abel Redivivus, p. 38, 
after relating a conversation between Luther and a messenger of Cardinal Cajetan, 
says, “At this the messenger, after the Italian manner, biting his thumbs, went 
away.” 

Sta. This contemptuous action, though obsolete in this country, is still in use both 
in France and Italy ; but Knight is mistaken in supposing it identical with what 
is giving the fico. Biting the thumb is performed by biting the thumb-nail; 

or as Cotgrave describes it [as cited by Singer] : The more offensive gesticulation 
of giving the fico was by thrusting out the thumb between the forefingers, or putting 
it in the mouth so as to swell out the cheek. 




lO 


ROMEO AND JULIET. Lact i, sa L 

If you do, sir, I am for you : I serve as good a man as 


Sam, 
you. 

Abr, No better. 

Sam, Well, sir. 5^ 

Enter Benvolio. 

Gre, [^Astde to Sayn,"] Say ‘better* : here comes one of my 
master*s kinsmen. 

Sain, Yes, better, sir. 

Abr, You lie. 54 

Sam, Draw, if you be men. Gregory, remember thy swashing 
blow. \_T/iey fight. 


Ar*], If^ But if Qq. Sta. Cambr. 

49. better. '\ Qq. better? Ff, Rowe, 
Pope, Del. 

51. Enter...] After line 56 by Dyce, 
White, Claike. .... at a distance Var. 
Knt. Coll. Del. Sing. Iluds. Sta. Ilal. 
Ktly and Tybalt, at a distance Ulr. 


[Aside....] Capcll, Sta. Clarke, 
Dyce (ed. 2), Cambr. Cm. Var. et 
cct. 

53. sir"] om. Ff, Knt. Corn. 

55. mashing] washing 
Rowe. 


IIali.iwell. Now was I in greater danger, being in peace, then l)cfore, when I 
was in battaile: for a generall murmure filled the ayre with threatnings at me; the 
soldiers especially bit their ihumbeSy and how was it possible for me to scape ?-^ 
Peeke'' s Three to One, 1625. 

50. Enter Benvolio] Ulr. It is clear that the words of Gregory, immedi- 
ately following, refer to Tybalt. Probably the omission of “ and Tybalt’^ is a typo- 
graphical oversight ; ** at a distance^* is to be referred to Tybalt. At all events, we 
may be allowed to make changes in such cases where the connection demands them 

51. here conies one] Steev, Gregoiy may mean Tybalt, who enters imme- 
diately after Benvolio, but on a different part of the stage. The eyes of the servant 
m*!ay be directed the way he sees Tybalt coming, and in the mean time Benvolio 
enters on the opposite side. [Sing. Iluds. 

Sid. Walker. Should not these words be spoken aside ? 

55, thy swashing blow.] Steev. Jonson in his Staple of News : ** I do confess 
a mashing blow?' Again in As You Like It: I, iii, 122. To mash seems to have 
meant to be a bully, to be noisily valiant. Barrett, in his Alvearie, 1580, says that 
**to mash is to make a noise with swords against tergats.” [Coll. Verp. Iluds, 

Nares. Exactly as we now say dashing ; spirited and calculated to surprise. Also 
[as in this place] violent, overpowering. 

Knt. Samson and Gregory are described as armed with swords and bucklers. 
The swashing blow is a blow upon the buckler; the blow accompanied with a noise; 
and thus a swasher came to be synonymous with a quarrelsome fellow, a braggart. 
In Henry V, Bardolph, Pistol, and Nym are called by the boy three “ swashers.” 
Ilolinshed has : “ a man may see how many bloody quarrels a brawling swash 
buckler may pick out of a bottle of hay;” and Fuller, in his “Worthies,” after 
describing a swaggerer as one that endeavors to make that side to swagger, or weigh 
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Ben. Part, fools 1 {Beating dowyi their weapons.^ 

Put up your swords ; you know not what you do. 

Enter Tybalt. 


Tyb. What, art thou drawn among these heartless hinds ? 
Turn thee, Benvolio, look upon thy death. 6o 

BeJi, I do but keep the peace : put up thy sword. 

Or manage it to part these men with me.. 

Tyb. What, drawn, and talk of peace ! I hate the word. 

As I hate hell, all Montagues, and thee : 64 

Have at thee, coward ! {They fight. 


Enter several of both houses^ who join the fray ; then enter Citizens and Peaca 

officers, with clubs. 

I Cit. Clubs, bills, and partisans ! strike ! beat them down! 


Down with the Capulets ! down 

57, 58. Verse, Capell, Dyce, Cambr. 
57 [Beating.. .weapons.] Capell. 

59, 60. Verse by Pope. Prose, QqFf. 

63. dra7vn'\ drnivne Qq. drajo Ff, 
Rowe, Pope, Knt. Corn. Ulr. Del. 

64. thee'] the Q^F^^. 

Enter...] Capell, substantially. 


with the Montagues I 

Enter three or fourc Citizens with Clubs, 
Ff, or partysons. Qq (partisans Q ). 

66. I Cit.] Mai. Offi. QqFh Cit 
Steev. Citizens. Clarke, Dyce (ed. 2), 
First Off. Cambr. 

Do7vn...] Citizens. Down... 
Cambr. conj. 


down, whereon he engages, tells us that a swash-buckler is so called from swashing 
or making a noise on bucklers. 

Del. Tlie “ quashing blow” of the Ff. might be justified, at a pinch, as a laugh- 
able mistake for the correct phrase, purposely put into the mouth of a servant. 

Sta. Evidently it here means a smashing, crushing blow. 

Dyce. A blow that comes down with noise and violence, an overpowering blow. 
(“ To swash (or clash with swords and armour), Chamailler^^ Cotgrave’s Er. and 
Eng. Diet.). 

Halliwell. ** To fence, to swash with swords, to swagger,” Florio, p. 127. To 
swash, clango, gladiis concrepof Coles. Forby has swash, to affect valour, to vapour, 
or swagger ; but these are secondary meanings. 

When as the fight therefore grew exceeding sharpe and hot, with much slaughter 
and bloudslied, every one w'ho was more readie to rush upon the thickest of the 
enemies, whiles on all sides swords sivashed and darts flew as thick as haile, lost his 
life. — Ammianus Marcellinus, translated by Holland, 1609. 

58. Enter Tybalt] Ulr. Here it is to be understood that Tybalt advances so as 
to be seen by the spectators. 

63. drawn] Del. “ draw” agrees better with the co-ordinate infinitive “ talk” 
than drawn. 

66. I Cit.] White. In the old copies this speech has with manifest error the 
prefix Offi [cer]. 

66. Clubs] Mal. It appears from many of our old dramas that it was a common 
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Enter old Capulet in his gown^ and Lady Capulet. 

Cap, What noise is this ? Give me my long sword, ho ! 

La, Cap, A crutch, a crutch ! why call you for a sword ? 

Cap, My sword, I say ! Old Montague is come, 70 

And flourishes his blade in spite of me. 

69. endeh (bis)] crowch 70. My sword} A sword F^, Rowe, 

Pope, Han. 


custom, on the breaking out of a fray, to call out Clubs! Clubs to part the com- 
batants. So in Tit. And. II, i, 37. [Note on As You Like It, V, ii, 44.] 

Knt. The ciy of “clubs” is as thoroughly of English oiigin as the “bite my 
thumb” is of Italian. Scott has made the cry familiar to us in “The Fortunes of 
Nigel;” and when the citizens of Verona here raise it, we involuntarily think of the 
old watch-maker’s hatch-door in Fleet Street and Jin Vin and Tunstall darting olf 
for the affray. “ The great long club” as described by Stow, on the necks of the 
London apprentices, was as characteristic as the flat cap of the same (luarrelsome 
body, in tlie clays of Elizabeth and James. The use by Sh. of home phrases, in the 
mouthiJ of foreign characters, was a part of his art. It is the same thing as rendering 
Sancho’s Spanish proverbs into the corresponding English proverbs, instead of liter- 
ally translating them. The cry of clubs by the citizens of Verona expressed an idea 
of popular movement, which could not have been conveyed half so emphatically in 
a foreign phrase. [ Verp. Iluds, 

IIaz. As we should now say, police. 

Hunter. This word should probably be so printed as to indicate that the citizen 
called out, “ Clubs,” an English expression used to part combatants. It may still 
sometimes be hoard, and occurs in As You Like V, ii, 44. 

Sta. Sh., whose wont it is to assimilate the customs of all countries to those of 
his own, puts the ancient call to arms of the London ’prentices in the mouth of the 
Veronese citizen. 

Dyce. Originally, the cry to call forth the London apprentices, who employed their 
clubs to preserve the public peace : sometimes, however, they used those weapons to 
rai'.c a disturbance. See Hen. VHI: V, iii. 

Clarke. This speech seems to be a collection of exclamations uttered by several 
persons rather than the words of one person. 

66. bills.] Nares. A kind of pike or halbert formerly carried by the English 
infantry, and afterwards the usual weapon of watchmen. It is described by Sir Wm. 
Temple as giving the most ghastly wounds, which may be imagined by Ihe figures 
of bills delineated in Steevens’s Shakespeare, vol. ii, p. 316, ed. 1778. Johnson tells 
us that these weapons were carried by the watchmen of Lichfield in 1778. 

66. Fairholt. These long-popular weapons of the foot-soldier were constructed 
to thrust at mounted men, or cut and damage their horse-furniture. Sometimes they 
were provided with a side-hook to seize a bridle. \^Dyce. 

66. partisans.] Nares. Old French, a kind of pike or halbert. [Sing, 

Fairholt. It may be described as a sharp two-edged sword placed on the sum- 
mit of a staff for the defence of foot-soldiers against cavalry. [Dyce. 

67. in his gown.] Del. Intimating that he has been disturbed in his night’* 
rest. 




ACT I, sc. i.] ROMEO AND JUUET. 

Enter old Montague and Lady Montague, 


*3 


Mon. . Thou villain Capulet ! — Hold me not, let me go. 
La. Mon, Thou shalt not stir one foot to seek a foe. 


Enter Prince, with his train. 


Prin, Rebellious subjects, enemies to peace, 

Profaners of this neighbour-stained steel, — 75 

Will they not hear ? What, ho ! you men, you beasts. 

That quench the fire of your pernicious rage 
With purple fountains issuing from your veins, 

On pain of torture, from those bloody hands 

Throw your mistemper’d weapons to the ground, 80 

And hear the sentence of your moved prince. 

Three civil brawls, bred of an aiiy word. 

By thee, old Capulet, and Montague, 

Have thrice disturb’d the quiet of our streets, 

And made Verona’s ancient citizens 85 


72. let me ^0] let go S. Walker conj. 

73. one'\ Qq. a Ff, Rowe, &c. Knt. 
Ulr. Del. Dyce (cd. i), While. 

Enter Prince,...] Enter Prince 
Eskales Qq PT. (Escalus. Cambr), After 
line 74 Coll (ed. 2). 

75. steely — ] Capell. steel — Rowe, 
&c. sleeky or steely QqP'f. 


79. those'\ these Fj,F^F^. Rowe, Pope. 

80. viistemper^ misteinpered 

[Fray ceases] Capell. 

82. braials'] Broyles Ff. broils Rowe, 
&c. Knt. Ulr. Del. Wliite. 

airy'\ angry Collier (MS). 

85. made'] make P",. 


68. long sword.] Sing. This was the weapon used in active warfare ; a lighter, 
shorter, and less desperate weapon was worn for ornament, to which we have other 
allusions : “ No sword worn but one to dance with.” \^Clarke, 

75. Profaners] Ulr. This verse, and indeed the whole speech of the Prince, 
reminds one of the bombastic, overstrained diction of Marlowe, whom Sh. at first, 
e, g. in Titus And., took for a model. 

73. Seek a foe.] Sta. Q^, which is peculiarly interesting from its presenting us 
with the poet’s first projection of a play, he subsequently expanded and elaborated 
with much care and skill, and is valuable too, in helping us to correct many typo- 
graph icil errors, and to supply some lines omitted perhaps by negligence in the later 
editions, makes short work of this scene, 

80. mistemper’d.] Steev. Angry. So in King John, “ This inundation of mis- 
temper’d humor.” {_Sing, Clarke, 

Del. With the secondary meaning, perverted or tempered to misfortune. 

85. ancient citizens.] Del. Not of necessity those citizens who are old in years, 
but those who have anciently settled there and become accustomed to peace and 
order. 
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Cast by their grave beseeming ornaments, 

To wield old partisans, in hands as old, 

Canker’d with peace, to part your canker’d hate : 

If ever you disturb our streets again, 

Your lives shall pay the forfeit of the peace. 90 

For this time, all the rest depart away ; 

You, Capulet, shall go along with me; 

And, Montague, come you this afternoon, 

To know our farther pleasure in this case, 

To old Free-town, our common judgement-place. 95 

Once more, on pain of death, all men depart. \Excunt all but 
Montague y Lady Montague, and Benvolio. 


86. Cast by\ Cast'by Dyce (ed. 2). 
ortta?nents~\ ornament Fj,Fj. 

87. old'\ our Camp. 

94. fariher'\ further Q^, Rowe, &c. 


Var. Del. Iluds. Dyce. Fathers Q^F, 
FjjF^. Father^ s F^. 

96. [Exeunt....] ITuds. Exeunt. 
QqFf. Exeunt Prince and Capulet, &c., 
Rowe. 


86. grave beseeming.] Walker {*CritJ vol. I, p. 24) “grave-beseeming;’* i. e. 
beseeming gravity, cefivoTrpsTrtic, (Compare Hamlet IV, vii : 

■ for youth no less becomes 
The light and careless livery that it wears, 

Than settled age his sables, and his weeds. 

Importing health and graveness.”) 

And SO perhaps Spenser F. Q. vi, xxxvi : 

— he toward them did pace 
With staged steps and grave-beseeming grace 

though here I am not quite certain. 

88. cankered with peace] Del. Rust, through long years of peace, has eaten 
into the partisans, just as hate has into the hearts of the rival factions. 

95. To old Free-town] Mal. This name the poet found in the Tragicall His- 
tory of Romeus and Juliet, 1562. It is there said to be the castle of the Capulets. 
[Sw^. 

White. This name is but a translation of VtUa Franca of the old Italian story. 

Coleridge {Lit. Rem. vol. II, p. 151, ed. 1836). With his accustomed judgment, 
Shakespeare has begun by placing before us a lively picture of all the impulses of 
the play; and as nature ever presents two sides, one for Heraclitus and one for Democ- 
ritus, he has, by way of prelude, shown the laughable absurdity of the evil by the 
contagion of it reaching the servants, who have so little to do with it, but who are 
under the necessity of letting the superfluity of sensorial power fly off through the 
escape-valve of wit-combats, and of quarreling with weapons of a sharper edge, all 
in humble imitation of their masters. Yet there is a sort of unliired fidelity, an 
ourishness about all this, that makes it rest pleasant on one’s feelings. All the first 
scene, down to the conclusion of the Prince’s speech, is a motley dance of all ranks 
and ages to one tune, as if the horn of Huon had been playing behind the scenes. 
llluds. 
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Mon, Who set this ancient quarrel new abroach ? 

Speak, nephew, were you by when it began ? 

Ben, Here were the servants of your adversary 
And yours close fighting ere I did approach : 100 

I drew to part them : in the instant came 
The fiery Tybalt, with his sword prepared ; 

Which, as he breathed defiance to my ears. 

He swung about his head, and cut the winds. 

Who, nothing hurt withal, hiss’d him in scorn : 105 

While we were interchanging thrusts and blows, 

Came more and more, and fought on part and part. 

Till the prince came, who parted either part. 

La. Mon. O, where is Romeo ? saw you him to-day ? 

Right glad I am he was not at this fray. 1 10 

Be 7 i. Madam, an hour before the worshipp’d sun 
Peer’d forth the golden window of the east, 

A troubled mind drave me to walk abroad ; 


97. Scene II. Pope, Warb. Johns. 
Mon.] QqFf. La. Moun. Rowe, 
&c. 

105. kiss'd Rowe (cd. 2). * 

106. ik ruses'] thrust Q^. 

no. / am"] Q^. am I The rest, 


Rowe, &c. Knt. Sta. Dyce (ed. 2), 

1 13. dr ave\ drive (^^yyAomm, 

drave. ..abroad'] drc%v me from 
company (QJ Pope, drew ?ne to walk 
abroad Tlicob. &c. dreiv me from can^ 
opy Warb. conj. apud Tlieob. 


1 12. Peer’d forth] Steev. So in Spenser’s Faerie Queene b. ii, c. 10 : 

“Early before the morn with cremosin ray 
The windows of bright heaven opened had 
Through which into the world the dawning day 
Might looke,” etc. \Sinfc, 

Holt White. Again; in Summa Totalis, or All-in-all, 4to, 1607 ; 

“ Now heaven’s bright eye (awake by Vesper’s sheene) [‘shrine’ Sing.l 
Peeves through the purple windowes of the East.'' \Sing, 

1 13. drave] Mommsen. has drive = impulit. At the first glance this would 
look like a misprint, and in truth and all succeeding Quartos have drave. But 
Spenser, F. Q. 3, 4, 37, makes the mother thus lament over Marinell after he had 
been grievously wounded by Britomart, and told by Proteus that he had been 
wounded by a woman ; 

Fond Proteus, father of false prophecis. 

And they more fond, that credit to thee give, 

Not this the work of woman’s hand jnvis. 

That so deepe wound through these deare members drive. 

And Alexander Gil, a contemporary grammarian and the inventor of a very interest- 
ing phonetic alphabet, says in his Logonomia Anglica (ed. 1621, p. 49) : 

“ Observandum qujedam esse verba conjugationis primte quoe ratione DIALECTI 
fiunl etiam secundac, ut / write scribo, / writ scribebam, / have written scrips!, est 
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Where, underneath the grove of sycamore 

That westward rooteth from the city's side, II5 

So early walking did I see your son : 

Towards him I made ; but he was ware of me, 

And stole into the covert of the wood : 

I, measuring his affections by my own, 

1 15. the cif/s] Mai., (Q,). this city Johns, this citf Capell. the city* Steev. 
The rest. Sing. (cd. 2). the City Thtoh. Knt. Sta. this city-side YiJly. 

conjugation is primoe; at I write y imperfcctum commune I 7 vrotej et Borealium / 
wratCy secundee. Sic / drive y I djdve [i correptfl), I have driven, impello, primse; 
at I drive y / drove, aut I dravCy I have drtvoiy secundm. Sedulo autem cavendum 
est, nc locum dialectis concedas prseterquam communi ; aut inter poelas Boreal! : 
nam nullum fere verhum est quod pro aurium sordibus non defonnant.” 

Hereupon Gil explains that the Brjctcritcs in i are more correct, and the others, 
secondary forms. In fact writ ~ scripsi is conslaiUly used in Sh. — e. g. in this play, 
I, iii, 245. Also hid = jussi is the constant form; /;^^^/is only found in I, iii, 3, no- 
where badey although our current texts almost always thus write it. We must not 
be misled by finding in the Fj as well as in the of i Hen. IV, in the of Mer, 
Wives, and in the ()j of 3 Hen. VI, the forms droue and dranCy foi just as here 
suppresses the older and purer form, so it may well have happened oftener; and I 
do not mean to affimi that Sh. did not use the fonns in a and 0. At all events, 
there is no apparent reason why we should erase a form found in our best text, and 
which then passed, according to a mass of testimony, for the purest; and we should 
tlierefore in future write, ‘‘A troubled mind drive me to walk abroad.” * 

1 14, the grove of sycamore.] Knt. When Sh. has to deal with descriptions 
of natural scenery, he almost invariably localizes himself with the utmost distinct- 
ness. He never mistakes the sycamore groves of the south for the birch woods 
of the north. In such cases he was not required to employ familiar and conven- 
tional images for the sake of presenting an idea more distinctly to his audience than 
a rigid adherence to the laws of costume (we employ the word in its large sense of 
manners) would have allowed. The grove of sycamore “ That westward rooteth 
from this city’s side” takes us at once to a scene entirely different from one presented 
by Sh.’s own experience. The sycamore is the Oriental plane (little known in 
England, though sometimes found), spreading its broad branches — from which its 
name platanus — to supply the most delightful of shades under the sun of Syria or 
Italy. Sh. might have found the sycamore in Chaucer’s exquisite tale of the Flower 
and the Leaf, where the hedge that 

- closed in alld the green arbere, 

With sycamore was set and eglantere.’* [ Verp, 

Del. The sycamore or wild fig tree Sh. has referred to in Love’s Lab. Lost, V, 
ii, and in Othello IV, iii, as a tree whose shade is dedicated to dejected lovers. 

Beisly. Sycamore (Acer Pseudo- Platanus), great maple. Miller says, “ This tree 
is wild in Italy, and with us it is vulgarly called the sycamore tree, and by some 
•mock-plane;’ it grows to a great height, and has a clean straight bole, with a 
spreading top. It was formerly much planted for walks and avenues. The original 
plantations of Vauxhall and Marybone gardens were chiefly of these trees.” 
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Which then most sought where most might not be found, 120 
Being one too many by my weary self, 

Pursued my humour, not pursuing his, 

And gladly shunn’d who gladly fled from me. 

Mon. Many a morning hath he there been seen, 

With tears augmenting the fresh morning’s dew, 125 


120. Which.. >foHnd'\ Q^. Which... 
sought^ where. ..found The rest. Coll. 
Ulr. Del. Iluds. Hal. That most are 
busied f zvhen thefre most alone Pope, 
Siz. from (Q,). Var. Knt. Dyce, Sta. 
Clarke. 

Which then'\ Which there Ktly. 
most. ...most] most. ..more Allen 
conj. (MS.) 

121. Being. ..self] Om. (QJ, Pope, 


&c. Var. Knt. Dyce, Sta. Clarke, 

122. humour] Q^Q^. humor Q^. 
honour The rest. 

his] him Theob. (Thirlby conj). 
Han. Warb. Johns. 

123. shunned] shunned QgQjQ^. 
who] what Seymour conj. 

125. 7 norning* s] momiings QqF,Fjj. 
moiming Rowe, &c. 7 ?iorning-dew 
Warb. Johns. 


Walter Bhth recommends the tree as quick growing, rising to gallant shade, and 
excellent to make walks and shadow bowers. W. Westmacott, in his ** Scripture 
Herbal,” says : ** Our sycamores are raised more for ornament (they affording a 
curious, dark and pleasant shadow), and for their speedy growth, than for any medi- 
cal property; yet astrologers regard it as one of Venus her trees, His like to make 
her a shady walk, to oool her beauty and prevent sun-burning.” Ph. Holland's 
translation of Pliny’s Natural Ilistoiy, states, “ 'I'hcre is no tree which so defends 
ns from the sun’s heat in summer, or admits it more kindly in winter.” 

120. Which then, etc.] Coll. The plain meaning seems to be, that Benvolio, 
like Romeo, was indisposed for society, and sought to be most, where most people 
were not to be found, being one too many, even when by himself. [ Verp. 

Del. [Lexicon, p. 162] This play of antitheses, so truly Shakspearian, betrays the 
later touches of the poet’s hand. [ Ulr. 

Ulu. Benvolio means to say that he was in a melancholy state similar to Ro- 
meo’s, and hence ap]ncciatcd the mood of the latter by his own, which then most 
sought there where mostly nothing is to be found,” i. e. which sought the most com- 
fort, the most lielp, in solitude, where it is not to be found. I'liis turning to soli- 
tude, he adds, was so strong in him that he was too much for himself, for his own 
weary self (for one person), “ therefore he had pursued his humour,” etc. Collier 
1 IS with true judgment restored the above reading, but to his explanation of thi“ 
second “ most,” as meaning “ most people,” I cannot assent. 

Del. Benvolio measured Romeo’s inclinations by his own, which at that time 
sought for some solitary spot where other people could not be found, because he him- 
self, with his own wearisome /, appeared to be too much company, and followed his 
own humour without pursuing Romeo’s. 

Sing. (ed. 2). It has been usual to place a comma after “sought,” but we must 
understand : “ Which then most sought the place least frequented.” 

Huds. The meaning evidently is, that his disjwsition was to be in solitude, as he 
could hardly endure even so much company as that of himself. The reading of Q, 
has been strangely preferred by some modem editors. 

122. humour] Coll. In all the Qq and Ff, excepting Q^, “humour” is mis- 
Drinted honour, but Jhe error is set right by the (MS). 

2 * B 
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Adding to clouds more clouds with his deep sighs : 

But all so soon as the all-cheering sun 
Should in the farthest east begin to draw 
The shady curtains from Aurora’s bed, 

Away from light steals home my heavy son, 13O 

And private in his chamber pens himself, 

Shuts up his windows, locks fair daylight out 
And makes himself an artificial night : 

Black and portentous must this humour prove, 

Unless good counsel may the cause remove. 1 35 

Ben. My noble uncle, do you know the cause ? 

Mon. I neither know it nor can learn of him. 

Ben. Have you importuned him by any means ? ^ 

Mon. Both by myself and many other friends : 

But he, his own affections’ counsellor, 140 

Is to himself — I will not say how true — 

But to himself so secret and so close. 

So far from sounding and discoveiy. 

As is the bud bit with an envious worm, 

Ere he can spread his sweet leaves to the air, 145 

Or dedicate his beauty to the sun. 

128. <57/^//^/] Se}Tiiour conj. 139. otl'c) fnnid<\othe 7 S FnendsY^. 

farthcst\ further Camp. others^ frmuis Knt. 

134. forten1ous\ fortendous 140. //?j] is Q^. 

Qs* protendoits Q^. 146. su7i'] Pope, eel. 2 (Theob). 

137. lcarn'\ learn it Rowe, &c. same QqFf. Rowe, Mai. Coll. (ccl. i). 

(ed. 2). Collier says all the copies, excepting Q^; but it is rightly given 
humour in the excellent Q^, which Collier too much undervalues. 

126. sighs] Dkl. a frequent image in Sh.: “or with our sighs will breathe the 
welkin dim.” Tit. And. ITT, i. 

130. heavy] Del. The playing upon the words “ light” as a noun, and “ light” 
as an adjective, is very common in Sh. 

146. sun.] Theohald. When we come to consider that there is .some power 
else besides balmy air that brings forth and makes the tiny buds spread themselves, 
I do not think it improbable that the poet wrote, ‘or dedicate his beauty to the sun^ 
or, according to the more obsolete .spelling, stmne^ which brings it nearer to the 
traces of the corrupted text. \^Smg. Knt. Corn. Iluds. Dyce, Sta. Coll. (ed. 2). 

Johnson. I cannot but suspect that some lines are lost which connected this 
simile more closely with the foregoing speech; these lines, if such Uiere were, la- 
mented the danger that Romeo will die of his melancholy before his virtues or abili- 
ties were known to the world. 

M. Mason. There is not a single passage in our author where so great an im- 
provement of language is obtained by so slight a deviation from the text. \^Sing, 




ACT I, SC. i.] 


ROMEO AND JULIET, 


19 


Could we but learn from whence his sorrows grow, 

We would as willingly give cure as know. 

Enter Romeo. 

Ben, See, where he comes : so please you, step aside ; 

I’ll know his grievance, or be much denied. 150 

148. Enter....] Dyce, Wliite, Clarke, Var. ct cet. Transferred by Dyce, 
Cliam. Cambr....at a distance. Capell, White, Clarke to follow line 152. 


Knt. We could scarcely wish to restore the old reading, even if the probability 
of a typographical error, sa 7 ne for sunney were not so obvious. \_Dyce, 

Sing. The lines quoted by Mai. from Daniel add great support to Theobald’s 
emendation. [^Corn, 

WmXK. Cne of Theobald’s happiest conjectures. 

Dyce {^RaiiarkSy &c. 1844, p. 167). Collier, who has taken the trouble to 
chronicle a great many wretched conjectures, does not even mention Theobald’s 
emendation of the present passage — an emendation that has been adopted by Steev- 
ens and by Knight, and which I have not the sliglitest doubt is the genuine 
reading. IJoth sun and son were very frequently written siinne and sonfiCy and hence 
were often mistaken for other words by the old comj)ositors : See Collier’s notes, 
vol. V, 347, vi, 555. We also find in early books not a few passages in which 
“same” is a misprint; so in I'roilns and Cressiday II, ii, where the right reading is 
undoubtedly “sieve,” the folio has ^^sameT 

Malone retained “ same” in the present passage with the following note : 

“ In the last Act of this play our poet has evidently imitated the Rosamond ol 
Daniel; and in the present passage might have remembered the following lines in 
one of the sonnets of the same writer, who was then extremely popular. These 
lines, whether remembered by our author or not, .add such support to Mr. Theobald’s 
emendation that I should have given it a place in my text, but that the other mode 
of expression was not uncommon in Sh.’s time : 

*And whilst thou spread* st unto the rising sannsy 

I’he fairest flower that ever saw the light. 

Now joy thy time, before thy sweet be clone.’ DanieVs Sonnets^ 1594. 

A similar phraseology to that of my text may be found in Daniel’s 14th, 32d, 44th 
and 53d sonnets.” Rut the reading in the text receives no confirmation from what 
Malone calls the “similar phraseology” of Daniel ; for in everyone of the passages 
which he refers to it is evident that tlie words, ^^the samcR were forced upon the 
poet by the necessity of the rhyme. Besides, Malone ought to have recollected that 
though Daniel was often dreadfully flat, Sh. never was. 

[The late Mr. Lettsom, in a MS. marginal note in the copy of Dyce’s “ Re- 
marks,” &c., in the present editor’s possession, says : “ Dyce himself, in his 2d ed. 
of Peele, vol. ii, p. 8, 1. I, has printed same where the sense requires stmneT'\ 

Coll. (ed. 2). Same is altered to “sun” in the (MS.), so that although the line 
does not read amiss, “ Or dedicate his beauty to the sameT meaning “ the air,” 
mentioned in the preceding line, there cannot be a doubt that same is a corruption. 
In our former edition we preserved same upon the principle that it aflbrds a very 
clear meaning ; but we now adopt **sun^^ on the authority of the old annotator. 
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Mott. 

I would thou wert so happy by thy stay, 


To hear true shrift — Come, madam, let’s away. 

\Exeunt 

Ben. 

Montague and Lady. 

Good morrow, cousin. 


Rom. 

Is the day so young ? 


Ben. 

But new struck nine. 


Rom. 

Ay me ! sad hours seem 

long. 


Was that my father that went hence so fast? 155 

Bm, It was. What sadness lengthens Romeo’s hours ? 

Rom. Not having that which, having, makes them short. 

Ben. In love ? 

Rom. Out — 

154. Ay"] Capell, Dyce, Sta. Cambr. 159. Out — ] Rowe. Out.^ QqFf, 
Ah Rowe, &c. Var. et cet. liar. Camp. Coll. Ulr. Huds. White, 

158. Inlove?'\ Qg. In love. The rest. Hal. 

The reason why same was so often reprmted, no doubt, was that until “ sun” is pro- 
posed as an emendation, same hardly seems objectionable. 

Keigiitucy. The correction of Theobald is so obvious and so natural that I had 
made it long before I was aware I had been anticipated. 

148. Enter Romeo] Dyce. The old edd. mark his entrance some lines earlier, 
just as previously, in the present scene, they make Abraham and Raltliasar, and also 
Renvolio, enter too soon, and only because they followed the prompter’s book, which 
had the entrances so set down to show that the performers were to be in readiness 
to appear on the stage. Again, in Act IT, sc. iii, according to the old ecld., Romeo 
tnters while the Friar has yet several lines of his soliloquy to utter. [Vide ‘AV- 
markSf &c., p. 147.] 

CoLEKiDCJE (Lit. Rem.j vol. ii, p. 152, ed. 1836). If we are right, from internal 
evidence, in pronouncing this one of Sh.’s early dramas, it affords a strong instance 
of the fineness of his insight into the nature of the passions that Romeo is already 
love-bewildered. The necessity of loving creates an object for itself in man and 
woman; and yet there is a difference in this respect between the sexes, though only 
to be known by a perception of it. It would have displeased us if Juliet had been 
represented as already in love, or as fancying herself so; but no one, I believe, ever 
experiences any shock at Romeo’s forgetting his Rosaline (who had been a mere 
name feu* the yearning of his youthful imagination) and rushing into his passion for 
Juliet. Rosaline was a mere creature of his fancy, and we should remark the boast- 
ful positiveness of Romeo in a love of his own making, which is never shown where 
love is really near the heart. [ Verp. Huds. 

White (vol. i, p. ccxxx). What wonderful psychological knowledge has one of 
Sh.’s later critics found in the bringing Romeo upon the scene enamoured of Rosa- 
line, to have this passion supplanted by the purer and tenderer one for Juliet! 
which, on the contrary, critics of the last century regarded as a great fault in the 
amorous Veronese’s character. But the truth, which these critics did not know, is, 
that in this transfer of affection Sh. merely followed the novel and the poem to 
which he went for his plot. There he found the incident of Romeo’s earlier love; 
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Ben: Of love ? i6o 

Rom, Out of her favour, where I am in love. 

Ben. Alas, that love, so gentle in his view, 

Should be so tyrannous and rough in prrof ! 

Rom, Alas, that love, whose view is muffled still. 

Should without eyes see pathways to his will ! 165 

Where shall we dine ? O me ! What fray was here ? 

160. love Qg. love. The rest. will Sta. conj. 

165. see.., will] set pathways to our will\ ill Han. 

there he found the old nurse, and even her praise of Paris to Juliet, and her under- 
rating of Romeo after his banishment, with her counsel to the second marriage, all 
of which have been lauded as exquisite and subtly-drawn traits of nature, which 
again tHcy are, and Sh. could doubtless have invented them ; but the truth is, that 
he found them. 

[See Scott’s ** Waverley,” chap, liv.] Ed. 

161, I am in love] Sta. In the old poem the hero is first introduced to us, as 
In the play, the victim to an unrequited passion. Romeus, we are told ; 

** Hath founde a mayde so fayre (he founde so foule his happe), 

Whose beauty, shape, and comely giace, did so his heart entrappe, 

That from his owne affayres, his thought she did remove ; 

Onely he sought to honor her, to serve her and to love. 

To her he writeth oft, oft messengers aie sent, 

At length (in hope of better spede) himselfe the lover went ; 

Present to plcade for grace, which absent was not founde ; 

And to discover to her eye his new receaved wounde. 

But she that from her youth was fostred evermore 

With vertucs foode, and taught in schole of wisdomes skilfull lore : 

By aunswere did cutte of thaffections of his love. 

That he no more occasion had so vayne a sute to move 
So Sterne she was of chere, (for all the payne he tooke) 

That, in reward of toyle, she would not geve a frendly looke.” 

165. pathways] Steev. Romeo laments that love, though blind, should discover 
pathways to his will, and yet cannot avail himself of them; should perceive the 
road which he is forbidden to take. [//h/. 

Mal. Benvolio has lamented that the god of love^ who appears so gentle, should 
be a tyrant. It is no less to be lamented, adds Romeo, that the blind god should 
yet be able to direct his arrows at those whom he wishes to hit, — that he should 
wound whomever he wills or desires to wound. [J/al. 

StN(^. That is, should blindly and recklessly think he can surmount all obstacles 
to his will. [Hiids, 

Ulr. Romeo wishes to say, “ O that Love, in spite of his veiled countenance (in 
spite of the bandages over his eyes), yet without eyes should find side-paths (all 
kinds of fine means) to accomplish his will ! i. e. that Love steals over us and holds 
us fast, however much we would gladly escape or be free.” 

Sta. Qj may help us to the true reading, which very probably was **set path- 
ways to our will in other words, “ make us walk in any direction he chooses to 
appoint.” 

Clarke. This sentence comprises double meaning, and signifies not only **Alas, 
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Yet tell me not, for I have heard it all. 

Here’s much to do with hate, but more with love : 

Why, then, O brawling love ! O loving hate ! 

O any thing, of nothing first created ! 170 

O heavy lightness ! serious vanity ! 

Mis-shapen chaos of well-seeming forms ! 

170. creaiecl\ create (QJ 172. well-seeming] welseeing Q^Qj 

Kowe, &c., Var. Iluds. Dyce (ed. i), F,. 

Clarke, Cambr. Ktly. Hal. 

that the blind god should be able to shoot so surely !” but also “Alas, that love, not- 
withstanding its mufiled sight, should be able, blindfold, to find its way to its object !” 
Romeo deplores his being able to see clearly that he loves Rosaline, while seeing 
equally clearly that he cannot obtain her favour in return. 

168. Here’s much] Clarke. Romeo is speaking in the riddling mood now 
upon him. He means that the fray has much to do with the hate between the rival 
houses, yet affects him more, inasmuch as his Rosaline is of the Capulet family; that 
what has just passed has had reference to the animosity w’hich divides the two fac- 
tions, and has also shown him the anxious affection felt on his account by his father 
and Benvolio. To the latter he refers where he says, “ This love that thou hast 
shown,” &c. 

169. O brawling love] Farmer. Every sonneteer characterized Love by con- 
trarieties. Watson begins one of his canzonets : 

“ Love is a sowre delight, a sugred griefe, 

A living deatl), an ever-dying life,” &c. 

Turberville makes Reason harangue against it in the same manners 

*‘A fierie frost, a flame that frozen is with ise, 

A heavie burden light to beare I A vertue fraughte with vice 1 ” &C. 
Immediately from The Romaunt of the Rose ; 

*'I,oue it is an hateful pees, 

A free aquilaunce without reles, — 

An fteauie burthen li^ht to beare &C. 

This kind of antithesis was very much to the taste of the Provengal and Italian 
poets ; perhaps it might be hinted by the Ode of Sappho preserved by Longinus. 
Petrarch is full of it ; 

“ Pace non trovo e non ho da far guerra ; 

E temo, e spero, e ardo, e son un ghiaccio ; 

E volo sopra’l ciel, e giaccio in terra ; 

E nulla stringo, e tutlo’l inondo abbraccio,*’ &c. Sonnet 105 (104?). 

Sir Tliomas Wyatt translates this sonnet under the title of '^Description of the Con* 
trarious Passions in a Loner f 1574. Knt, Verp, Iluds, 

Huds. Such an affected way of sj)eaking not unaptly shows the state of Romeo’s 
mind ; his love is rather self-generated than inspired by any object. As compared 
with his style of speech after meeting with Juliet, it serves to mark the difference 
between being love-sick and being in love, 

Clarke. This is one of the subtle indications given by Sh. that Romeo is not 
really in love with Rosaline. 

170. created] Knt. \create'\ introduces improperly a couplet amidst the blank 
verse. 
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Feather of lead, bright smoke, cold fire, sick health 1 
Still-waking sleep, that is not what it is ! 

This love feel I, that feel no love in this. 175 

Dost thou not laugh ? 

Ben, No, coz, I rather weep. 

Rom, Good heart, at what ? 

Ben, At thy good heart’s oppression. 

Rom, Why, such is love’s transgression. 

Griefs of mine own lie heavy in my breast ; 

Which thou wilt propagate, to have it prest 1 80 

With more of thine : this love that thou hast shown 
Doth add more grief to too much of mine own. 

Love is a smoke raised with the fume of sighs ; 

Being purged, a fire sparkling in lovers’ eyes ; 


173. sick heaUh'\ sicknes, hellh Eng. 
Par. * 

178. Why^ such is"] Why such is, 
merely, Seymour conj. Why such, Ben- 
volio, is Coll. (ed. 2) (MS). Why, such, 
Benvolio, siuh is Mommsen coiij. Why, 
gentle cousin, such is Ktly. 

180. it'] them (QJ Pope, &c. 

182. too much] to too-much Del. to 


Uoo Allen (MS.) conj. 

I S3, raised] Pope, from (QJ, 

made QqFf, Rowe, Ca])ell, Knt. Coll. 
Ulr. Del. Sta. White, Hal. 

184. f urged] urg'd Sing. (ed. l), 
(Johns, conj). pujU'd Ulr. Coll. (ed. 2) 
(MS.) 

lovers'] a lover's Haz, 


1 78. love’s transgression] Coll. (ed. 2). The line in QqFf is four syllables 
short of the measure required by the corresponding lines above. We have, there- 
fore, not the slightest hesitation in inserting ‘‘ llcnvolio” as we find it in the (MS.), 
and as we may be almost sure it was originally written. 

Dycp: (ed. 2). [Printing 177 and 178 as three lines]. Since printing the text of 
this play, T almost regret that I did iK)t retain the usual arrangement. I’lie passage, 
however, may be right as it stands, for our early dramatists sometimes introduce 
short rhyming lines in the midst of Idank-vcrse dialogues, as in Love’s Labour’s Lost, 
I, i, 126, 127. 

Ktly. I make this insertion, “ gentle cousin,” with confidence, for this is the only 
speech in this play beginning with a short line not com] >1 erne ntaiy to the end of a 
preceding speech. In our poet’s plays of this period, speeches never began with a 
short line, unless when complementary, and at no time was the second line of a 
couplet short. I.ower down (I, v, 63), we have “ Content thee, gentle coz, let him 
alone,” where omits all but “let him alone.” 

182. too much] Del. This is to be taken substantively as a compound word. 

184. Being purged] Johnson. Sh. may mean being purged of smoke, which is, 
perhaps, a meaning never given to the word in any other place. I would rather 
read, “ Being urg'd " — being excited and enforced. To urge the fire is a technical 
term. \_Sing. (ed. i), Dyce (ed. 2). 

Reed. Dr Akenside, in his Hymn to Cheerfulness, has the same expression 1 
“ Haste, light the tapers, urge the fireB \Sing, 
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Being vex’d, a sea nourish’d with lovers’ tears : 

What is it else ? a madness most discreet, 

A choking gall and a preserving sweet. 

Farewell, my coz. {Going. 

Ben. Soft ! I will go along : 

An if you leave me so, you do me wrong. 

Rom. Tut, I have lost myself; I am not here; 190 

This is not Romeo, he’s some other where. 


185. lover s''\ lovers (QJ Pope, lov^ 
ing QqFf, Rowe, Capcll, Knt. Sta. 

After this Ktly. marks a line 
omitted. 

186. discreet'] distrest Par.* 

187. preserving] persevering Haz. 

188. coz] cousin Pope, &c. 


188. \^Going] Rowe, om. QqFf, 
Dyce, Cambr. 

J will] 77 / Pope, &c. 

189. An] Han. And QqFf, Rowe, 
Pope, Thcob. Johns. Verp. Ilaz. 

190. Tut] But FgF^, Rowe, Pope^ 
Han. 


Steev. Again, in Chapman’s version of the 21st Iliad : 

“And as a caldron, under put with store of fire — 

' Bavins of sere wood urging it,’* &c. {Sing. 

Del. Pur^d must be taken in connection with the preceding : when Love has 
been purified from the fume of sighs [see 1 . 126] it becomes a fire, &c. Thus un- 
derstood, Johnson’s emendation is unnecessary. 

Huds. Johnson’s change is a good one, if any were needed. Of course pur^d 
is puHfied. 

Coll. [Notes and Emend, p. 382]. Everybody is aware how a fire sometimes 
sparkles in the eyes of those who blow it with their breath: the smoke is first 
“ made” by the gentle “ fume of sighs,” and then caused to sparkle by being vio- 
lently by the lover’s breath. 

Sta. pronounces Johnson’s suggestion “one not without reason,” and Collier’s 
(MS.) as equally plausible. 

White. Surely the correctors must have failed to see the allusion to the passage 
in the Gospels (Matt, iii, 12), “whose fan is in his hand, and he will thoroughly 
purge his floor.” Sh. remembered the “ fan,” and thought of the winnowing that 
he had seen at Stratford, where we may be sure they were yet guiltless of the ma- 
chine so sacrilegious in the eyes of Manse 7 /eadrigg, for raising wind for their ain 
particular use by human art, instead of soliciting it by prayer, or waiting patiently 
for a dispensation of wind. And doubtless he did not put his less than small Greek 
to the task of teaching him that ^UhaKaOafprrf which is translated “purge,” refers to 
the separation of purity from impurity, or that which is worthless from that which 
has worth, by whatever process. 

185. Being vex’d] Johnson. As this line stands single, it is likely that the fore- 
going, or following line, that rhymed to it is lost. \_A'tly. 

187. preserving] Ut.r. Sh., in his careless diction, ever delighting in popular 
phrases, continually used the active and passive participles, each for the other, as 
can be shown by many passages. He here intentionally uses “preserving” in the 
place of “ preserved,” merely for the sake of a play upon words, and to bring out the 
contrast with “ choking gall.” Love may be compared to a preserved sweet be- 
cause, although againjt our will, it is kept and cherished. 
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Ben. Tell me in sadness, who is that you love. 

Rom. What, shall I groan and tell thee ? 

Ben. Groan ! why, no ; 

But sadly tell me who. 

Rom. Bid a sick man in sadness make his will : 195 

Ah, word ill urged to one that is so ill 1 
In sadness, cousin, I do love a woman. 

Ben. I aim’d so near when I supposed you loved. 

Rom. A right good mark-man ! And she’s fair I love. 

Ben. A right fair mark, fair coz, is soonest hit. 200 

Rom. Well, in that hit you miss ; she’ll hot be hit 
With Cupid’s arrow; she hath Dian’s wit. 

And, in strong proof of chastity well arm’d. 


192. who is that\ who she is Pope, 
&c. Har. Camp. Corn. Ilaz, Ktly. whom 
she is (Q^) Bos. Sing. (cd. i). who Uis 
that Sing. (ed. 2). 

193. 194. Groan, ..who'\ As in Ilan. 
One line in QqFf, Sing. (ed. 2). 

194. But. ...who'] But pr/thee tell 
me sadly who she is Seymour conj. But 
sadly tell nUy truly tell me who or But 
sadly tell mey penile cousiny who Taylor 
conj. MS.* But... who she is you love 
Ktly. 


195. Bid. ...make] A sicke man in 
sadnesse makes QaQ^F,, Ulr. A sicke 
man in good sadnesse makes F^F^F^, 
Rowe. 

196. Ahy 7 vord] (QJ Mai. A word 
QqF„ Coll. Ulr. Del. Huds. Sta. White, 
Hal. Oy word Fj^P'^F^, Rowe, &c. Ca 
pell. 

199. mark-man] marks-man F^F^, 
Rowe, &c. Capell, Var. Knt, lluds.' 

201. Well] QqFf. But (Qj) Pope, 
&c. 


192. Tell me in sadness] Johnson. That is, tell me gravely y tell me in serious 
ness. [Sing. Valp. Haz. Huds. White. 

192. who is that] SiNO. (cd. 2). The t has evidently been omitted by accident. 

194. tell me who] Ktly. The words **shc is you love” seem evidently to have 
been lost ; and the repetition is very agreeable. Moreover, in this play speeches do 
not thus end with a short line. 

195. make his will] Ulr. The sense is: A sick man, of his own accord, makes 
his last will in seriousness (he need not be bidden to do it “in seriousness”), and 
hence the word, in the mere sense of “ seriousness,” is ill used to one who is in so 
Bad a st.ate as T am. I cannot accept the reading of (QJ, as the following line ap* 
pears to fit it less, or rather the sense of the whole passage comes out far more 
clearly in the reading of the other editions. 

203. strong proof] Steev. As this play was written in the reign of Queen 
Elizabeth, I cannot help regarding these speeches of Romeo as an obIi(|UC compli- 
ment to her majesty, who was not liable to be displeased at hearing her chastity 
praised after she was suspected to have lost it, or her beauty commended in the 67th 
year of her age, though she never possessed any when she was young. Her decla- 
ration that she would continue unmarred increases the probability of tlie present 
supposition. [liar. Sing. 

3 
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From love’s weak childish bow she lives unharm’d. 

She will not stay the siege of loving terms, 20$ 

Nor bide the encounter of assailing eyes, 

Nor ope her lap to saint-seducing gold : 

O, she is rich in beauty, only poor 

That, when she dies, with beauty dies her store. 

Ben, Then she hath sworn that she will still live chaste? 2io 


204. tmharm'd'\ (QJ Pope, tin- 
ckar7/t\i QqFf, Rowe, enchann'd Coll, 
(ed. 2) (MS.), Ulr. Iliids. 

206. l>idc'-\ bid IqK,. 

207. oJ>e'] open F,. 


209. $he'\ om. Q^. 

with. ...store'] with her dies 
Beauty's Store Theob. &c. (Johns.) Ca- 
pcll, Dyce (ed. 2). with her dies beauty 
store Ktly. 


204. unharm’dj Coll. (pNotes and Etueitd.') The alteration required by the 
(MS.) is only of a single letter, and by it a much more poetical turn is given to the 
tlioiight: She was magically from love’s bow by chastity. Nobody will 

deny that “unharm’d” (changed by Rowe from “uncharm’d” of Q^) is compara- 
tively flat, poor and insignificant. This emendation cannot be doubted, since it ac- 
cords almost exactly with the old copies, and obviously gives the sense of the author 

Ulr. Without doubt encharned is the right word, and, as it is also the more un- 
usual word, was probably changed by the printer into uncharned. 

White [^Sh.^s Scholar'). Rowe changed uncharm'd to 7 mharm'd. Collier’s “ en- 
charm’d” is much nearer the original text, and much better in every way. It will 
hereafter take a place in the text without a question. 

Both Ulr. and Del. note that unhartn'd is the leading of (Q,). 

Huds. The reading of (QJ and — uncharmed — gives a sense just the opposite 
of that required. 

Dyce (ed. i), A writer in Blackwood’s Maga., Oct. 1S53, p. 454, thinks ««- 
chann'd of Qq and Ff may mean ^^disenchanted from the power of love,” &c. I 
cannot agree with him. Grant White wuiuld not, I apprehend, have said [as above] 
if he had recollected that ^^wiharm'd" is the reading of Q^, and not, as he, Collier, 
and some others state, the conjectural alteration of Rowe. 

Coll. (ed. 2 ). [Repeats substanti.ally tlie above from his 'Notes aiid Ef?iend.' 
and that Rowe altered uncharm'd to unharm'd.] 

White. (Q,) has “ ’ Gainst Cupid's childish bow she lives unharm' dT which seems 
a corrupt, or, at least, a much inferior, reading. The repetition of “ Cupid” (avoided 
in the later text) is unpleasant; and the use of “unharm’d” with “against” is infe- 
licitous if not incorrect. If we read “’gainst” with (QJ, we might do well to read 
“she lives ettcha^mi'd," with Collier’s (MS). 

Dyce (ed. 2). Lettsom has suggested this same reading proposed by Wliite. 

209. with beauty dies] Johnson. She is richy says Romeo, m beauty y and only 
poor in being subject to the lot of humanity, that her storey or riches, ca 7 t be destroyed 
by death y who shall, by the same blow, put an end to beauty. [//«/. 

Steev. Theobald’s alteration may be countenanced by the following passage in 
Swetnam Arraign’d, a comedy, 1620; 

** Nature now shall boast no more of the riches of her store ; 

Since, in this her chiefest prize, all the stock of beauty dies.*’ 
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Rom. She hath, and in that sparing makes huge waste ; 

For beauty, starved with her severity. 

Cuts beauty off from all posterity. 

211 . niakes\ make 212. starved^ starv'd F^. stetidd 

The rest. Sing, (ed 2). 

Again, in Sh.’s 14th Sonnet; “Thy end ia truth’s and beauty’s doom and date.’* 
Again, in Massinger’s Virgin-Martyr ; 

— with her dies 

The abstract of all sweetnes-i that's in woman.” \Hal, 

Mason. Romeo means to say that she is poor because she leaves no part of her 
Store behind her, as with her all beauty will die. (ed. i), lluds. Hal. 

Mai.. She is rich in beauty; and poor^ in this circumstance alone, that with her 
beauty will expire. Her store of wealth, wliich the poet has already said was the 
fairness of her person, will not be transmitted to posterity, inasmuch as she will 
“ lead her graces to the grave and leave the world no copy.” [//a/, 

Mal. also cites Sh.’s 3d Sonnet and Venus and Adonis, 757, 759. [Corn. 

Sta. The meaning of this .somewhat complex ])assage .seems to be: She is rich 
in the possession of unequalled beauty, but poor, because having devoted herself to 
chastity, when she dies her wealth, that is beauty, dies with her. The same conceit 
occurs repeatedly in Sh.’s poems ; 

“ From fairest creatures we desire increase, 

That thereby beauty's rose mic^kt fu’oer die'* [Sonnet i. 

“Then how, when Nattirc c.ills tliee to be gone, 

What acceptable audit c.inst thou leave ? 

Thy unus'd beauty must be tomb'd with thee^ 

Wliich, used, lives tliy executor to be.” [Sonnet 4. 

See also Sonnets 2, 3, 5, 6, 10, ii, 12, 13, and 14. 

White. Romeo means to say that his mistress is only poor in that, at her death, 
her store — i. e. the beauty that she is rich in — will die with her, and that so her 
chief wealth is a possession that she cannot bequeath. 

Dyce (ed. 2). “ The sense required, as is clear from Benvolio’s rejoinder, and 
even from Malone’s note, in which he defends the old reading, is that her beauty 
dies with her; but this sense cannot be squeezed out of the old text; therefore 
Theobald’s conjecture is necessary.” Lk'ITSom. 

Kkightley. Tlie plain meaning of this is that beauty was “her store;” she had 
nothing but it ; poor praise indeed from a lover. I would read with Theoliald. . . , 
The same idea is expressed in the poet’s first and following Sonnets: in Venus and 
Adonis we have, “ For he being dead, with him is beauty slain.” See also Twelfth 
Night, I, V. 

212. starved] Sing. (ed. 2). All the old copies have slerv'd, which has been 
here and elsewhere changed to starv'd without reason. The poet has .shown that 
he wrote sterz/e by making it rhyme to deserz>e in Cor. II, iii ; and the confined mean- 
ing of starve in it^ modern acceptation renders the preservation of the arcliaic form 
desirable if not necessary. The v/ord occurs in the poem of Romeus and Juliet; 

“ Choose out some wortliy dame, her honor thou and serve. 

Who will geve ear to thy complaint, and pitty ere thou sterve." 

The meaning of this passage is evidently, “ Through her severity beauty will be 
perished^ die out.” 
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She is too fair, too wise, wisely too fair, 

To merit bliss by making me despair: 2IS 

She hath forsworn to love ; and in that vow 
Do I live dead, that live to tell it now. 

Be7t, Be ruled by me, forget to think of her. 

’ Rorn. O, teach me how I should forget to think. 

Ben. By giving liberty unto thine eyes ; 220 

Examine other beauties. 

Rom. *Tis the way 

To call hers, exquisite, in question more : 

214. wise^ wisely too\ wisewi: sely 221, 222. ^ Tis...more'] As in Pope; 

too Fj. wise wisely too F^. wise ; too One line in QqFf. 
wisely I Ian. Johns. 222. hers^\ liet^Sy Corn. Coll. Ulr. 

220. Ben.] Ro. Hal. hef^s White, hers Johns. Ktly, 

in questiofi] to question Klly. 

Sta. continues the above quotation from Romeus and Juliet : 

“ But sow DO more thy paynes in such a barrayne soyle : 

As yeldes in harvest time no crop, in recompence of toyle. 

Ere long the townishc dames together will resort ; 

Some one of bewty, favour, shape, and of so lovely porte, 

With so fast fixed eye, perhaps thou mayst bebolde ; 

That thou shalt quite forget thy love, and passions past of olde.” 

214. wisely too fair] Mal. There is in her too much sanctimonious wisdom 
united with beauty, which induces her to continue chaste with the hopes of attaining 
heavenly bliss, [//az. (substantially). 

214, 215. wisely . . . despair] Ulr. Schlegel, I think, translates it incorrectly. 

SCHLEGEL, 

Sle ist zu schdn und weis*, um Heil zu erben, 

Weil sie, mit Weisheit schdn, mich zwingt zu sterben. 

Del. The excess of her beauty docs not accord with the excess of her wisdom, 
she ought not to try to win heavenly bliss while burdening herself with sin by plung- 
ing Romeo into despair. 

222. To call hers, exquisite] Heath. That is, to call hers, which is exquisite, 
the more into my remembrance and contemplation. It is in this sense, and not in 
that of doubt or dispute, that the word question is here used. [TTh/. 

Mal. More into talk ; to make her unparalleled beauty more the subject of 
thought and conversation. Question means conversation. So in the Rape of Lu- 
crece : “And after supper long he questioned With modest Lucrccc.” And in many 
passages in our author’s plays. [Sing, and ITuds. subs. Hal. 

Sta. This is generally conceived to refer to the beauty of •osaline. It may 
mean, however, “that is only the way to throw doubt upon any other beauty I 
may see,” an interpretation countenanced by the after lines, 227, 220. 

Ktly. This is not v:ry intelligible. We might read ‘her exquisite,* or rather 
‘ to question.* To “ call in question,** in Sh. always means, to express a doubt ot 
Question* is examine, a word just used. 
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These happy masks, that kiss fair ladies’ brows, 

Being black put us in mind they hide tne fair ; 

He that is strucken blind cannot forget 225 

The precious treasure of his eyesight lost : 

Show me a mistress that is passing fair, 

223. T/tese"] Those Rowe, &c. rest, stricken Coll. Ulr. Huds. White, 

224. piit\ puts Kal. 

225. strucken^ The 


223. These happy masks] Stekv. I. e.^ the masks worn by female spectators 

of the play. (ed. l), probably, unless’’ Malone be right. Huds. 

Mal. These happy masks, I believe, means no more than the happy masks. Such 
is Tyrwhitt’s opinion. 

Knt. It seems scarcely necessary to limit the use of masks to the female specta- 
tors of the play. In the Two Gentlemen of Verona we have the “ sun-expelling 
mask.” In Love’s Labour’s Lost the ladies wear masks in the first interview between 
the king and the princess : “ Now fair befall your mask,” says Biron to Rosaline. 

Del. Such masks as the ladies of Sh.’s time were wont to wear when they went 
out in the street. 

Dyce (ed. 2) [in a note on Mea. for Mca. II, iv, 79]. As to “these black 
tnasksT Tyrwhitt, in his earlier days, conjectured that Sli. alluded to “ the masks of 
the audience when the play was acted at court;” but he afterwards repudiated that 
most extravagant conjecture. “ My notion at present,” he says, “ is that the phrase, 
these black masksy signifies nothing more than black viasksy according to an old idiom 
of our language, by which the demonstrative pronoun is put for the ])repositive arti- 
cle.” So we have in the present play [Mea. for Mea.], IV, i, 59: “volumes of 
report Run with these fiilse and most contrarious quests.” And compare Webster, 
The Duchess of Malfiy V, ii : 

“We that are great women of pleasure use to cut off 
These uncertain wishes and unquiet longings 
And in an instant join the sweet delight 
And the pretty excuse together.” 

(I cannot but feel surprised that Tyrwhitt’s discarded conjecture, about these masui 
meaning the masks of the audience, should have been brought forward by Halliwell 
as a probal)le one, and that he should conceive it to be supported by a passage (to 
which he only refers) at the conclusion of Fletcher’s Beggar's Bush, where Higgen, 
speaking the epiloguey says to the “ladies,” “If you be pleas’d, look cheerJy, throw 
your eyes Out at your masks.”) 

Clarke. The masks usually worn, and happy in being privileged to touch the 
sweet countenances beneath, “ These” is here used to instance a general obser- 
vation. 

224. Being black put us] White. The old copies, ^'puts us in mind,” and, I 
have little doubt, correctly ; for, aside from other reasons for reading ^^putsf I am 
inclined to think that Sh. and his contemporaries regarded “ being black” and not 
“ masks” as the nominative to “ put.” I do not, however, feel sufficiently assured 
of the point to change the received text. 

Lord Campbell ip Shis Legal Acquirements'). This first scene may be studied 
3 * 
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What doth her beauty serve but as a note 
Where I may read who pass’d that passing fair ? 

Farewell : thou canst not teach me to forget. 230 

Ben. ril pay that doctrine, or else die in debt. [^Exeu 7 U. 


Scene II. A street 

Enter Capulet, Paris, and Servant. 

Cap. But Montague is bound as well as I, 

In penalty alike ; and ’tis not hard, I think, 

For men so old as we to keep the peace. 

Par. Of honourable reckoning are you both ; 

And pity ’tis you lived at odds so long. 5 

But now, my lord, what say you to my suit ? 

Cap. But saying o’er what I have said before : 

My child is yet a stranger in the world ; 

She hath not seen the change of fourteen years : 


228. IF/iat'] ITow Seymour conj. 
but ^.9] for^ but Seymour conj. 

229. f<ih''I\ Pope, faire. or fair. 
QqFf. fair: Corn. 

ScENJi: II.] Capell. Scene hi. Pope, 
Han. Warb. om. Rowe, Theob. 

A street.] Capell. 

Enter....] Rowe. Enter Capulet, 
Countie Paris, and the Clowne. QqFf. 


I. Biit\ Qjj. om. Q^Ff, Rowe. And 
Q4Q5, Pope, &c. Capell, Var. Knt. Del. 
Sing. Ktly. 

1. 2. ln..,ah 7 :e'\ Montague^s 

..../, alike In penally S. Walker conj. 

2. I tliinkf'] om. Pope, &c. (Johns.) 

3. as 7w] om. Taylor conj. MS., 
reading I think...pcacey as one line.* 


by a student of the Inns of Court to acquire a knowledge of the law of “assault 
and batteiy,” and wdiat will amount to a justification. Although Sampson exclaims, 
“ My naked weapon is out : quarrel, I will back thee,” he adds, “ I.et us take the 
law of our sides ; let them begin.” Then we learn that neither froivningj nor biting 
the tliumby nor answering to a question, “ Do you bite your thumb at us, sir?” “ I 
do bite my thumb, sir,” would be enough to support the plea of se defendendo. The 
scene ends with old Montague and old Capulet being bound over, in the English 
fashion, to keep the peace, in the same manner as two Warwickshire clowns, who had 
been fighting, might have been dealt with at Charlecote before Sir Thomas Lucy. 

Enter Servant] Sta. By clown of the old copies was mei^pt the merryman, 
and a character of this description was so general in the plays of Sh.’s early period 
that his title here ought, perhaps, to be retained. 

9. fourteen years] White (Introd. p. 34). In Brooke’s poem Capulet says, 
“ Scarse saw she yet full x\i yeres.” This is the reading of the ed. 1562, accord- 
ing to Collier’s reprint. It is possible that in one of the two other edd., 1582 and 
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Let two more summers wither in their pride 10 

Ere we may think her ripe to be a bride. 

Par, Younger than she are happy mother j made. 

Cap, And too soon marr’d arc those so early made. 

The earth hath swallow’d all my hopes but she, 


12. happy\ married Se3nnour conj. 

13. made'] married (Q^) Ulr. Sing, 
(ed. 2), lluds. Coll. (ed. 2). marri'd 
White. 

14. T/ie earth] Earth 

F,, Knt. Coll. Ulr. Del. Iluds. Dyce 


(ed. i), Clarke, Hal. Earth up 
Rowe. 

Earth hath up-swalloidd Sey- 
mour conj. 

s 7 vatloTdd] Qg. S 7 vaUo 7 vcd The 
rest. Corn. Coll. Ulr. Del. Huds. Hal. 

she] her I Ian. 


1587, one of which Sh. would have been likelier to use than the earliest impression, 
there may have been the very easy misprint, by transposition, “ xiv yeres.” On such 
points as this he followed closely the text in hand of the novelists and chroniclers 
whose works he dramatized; and the probability of some such error is the greater, 
from the fact that in Paynter’s prose tale the father gives Juliet yet two years more, 
saying, “ she is not yet altayned to the age of xviii yeares.” But, if no such error 
were made, it would seem as if Sh. reduced Juliet’s age to the very lowest point at 
which girls are marriageable in England, that he might accommodate it to the garru- 
lous Nurse’s characteristic reference to the earthquake. 

CiiAM, The probability is, that “ fourteen” was a slip of the pen or the press. 

13. made] Steev. Puttenham, /(tw/, 1589, uses this expression, which 

seems to be proverbial, as an instance of a figure which he calls the Rebound: 
“ The maid that soon married is, soon marred is.” The jingle between marr’d and 
made is likewise frequent among the old writers. So Sidney: “Oh I he is marr'd, 
that is for others made I” Spenser uses it very often. \_Sing. lluds, Ilal. 

Sing. (ed. 2) to the foregoing citations adds : 

“You’re to be marred or marryed, as they say. 

To-day or to-morrow, to-morrow or to-day.” — Flecknoe’s Epigrams^ p. bt. 

White. In printing the compositor seems to have been misled by the exist* 
cnce of a jingling adage similar to that in All’s f'Vell, and perhaps by “made” at 
the end of the previous line. 

The quibble here (AlPs Well, II, hi, 315) is just worth noticing because it de- 
pends upon the same sound of the a in both words, and the full pronunciation of 
the participial ed in both when the play was written. The contraction of the last, 
for rhyme’s sake, would not destroy the little joke for an ear accustomed to the full 
sound of both words. 

Dyc:. Sh. has this jingle several times. So in this present play, II, iv, 103, and in 
Macbeth II, iii, 28; and, as Paris has used the word **madeT it appears to me most 
natural that Capulet, in his rejoinder, should use “ made” also. 

14. sv/allow’d]^t)EL. To complete the verse the majority of edd. put the defi- 
nite article before earthy and erroneously read sivallow’d (dissyllable) instead of 
nvallo 7 ved (trisyllable). 

Dyce. It is not to be made verse by retaining the e in the participle. [ White, 

Clarke. Tliis conveys the idea that Capulet had other children who died early. 
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She is the hopeful lady of my earth : 

But woo her, gentle Paris, get her heart ; 

My will to her consent is but a part ; 

An she agree, within her scope of choice 
Lies my consent and fair according voice. 

This night I hold an old accustom’d feast, 20 

15. She is...earth\ She is the hope Rowe (eel. 2),* &c. 
eind stay of 7 ny full years Johns, conj. agree^ agi’eed Q^. 

She w] Slices Q2Q3. Shoe's F^. 19. fair according'\ fair-according 

earth'] fee Ktly. hearth Cart- S. Walker conj. Dyce (cd. 2). 
wriglit conj. 20. old accustomed] old-accustomed 

18. An] Capell. And QqFf. If S. Walker conj. Dyce (eel. 2). 

15. lady of my earth] Steev. A Gallicism : Pille de terre is the French phrase 
for an heiress. Knt. lliids. Sta, WhitCy Dyce.] Earth in other old plays is 

likewise put for lands, i. e., landed estate. (ed. i), Iliids. 

M. Mason. Here earth means corporal pa 7 d. (ed. i). Sta. “it may 

be so.” 

Mal. Again in this play, II, i, 2. Again, in Sh.’s 146th Sonnet . “ Poor soul, the 
centre of my sinful earth.” Kfit. Sta. 

Ui.R. That is, she is the hopeful mistress of my world, my life ; not, as Stcevens 
has it, of my landed estate, nor as Knight, with Mason and Malone, thinks, of my 
“ body.” 

Dyce (ed. 2). Lettsom suspects that the close of this line is corrupt. 

Ktly. Here a rime is lost in consequence of the first line being in the printer’i 
mind. There can be little question, I should think, that the original word was not 
“earth” but fee, feud, fief, landed propeity, as in Knight's fee, in yiv, &c., with 
which alone “ lady” accords. 

Clarke. It is most likely that Capulet intends to include the sense of “ she is 
my sole surviving offspring, in whom I have centred all my hopes.” 

17. her consent] Steev. To, in this instance, signifies in comparison with, in 
proportion to. [Sing. (ed. l), Knt. 

Del. This is hardly as Steevens explains it, but it is simply dependent upon “a 
part” — my will is only a part of her consent, belongs to her consent. The two suc- 
ceeding verses more fully explain this meaning. 

20. old accustomed] S. Walker (‘O//.’ vol. I, p. 38) cites these words as one 
of his examples under Aid. H. Passages of Sh. in which a compound epithet or 
participle (or a double substantive) has been resolved into tw^o simple epithets or an 
adverb and an epithet, &c. 

20. feast] Knt. In Romeus and Juliet the season of Capulet’s feast is winter : 

“The wery winter’s nightes restore the Christmas games, 

And now the season doth invite to banquet townisli dames. 

And fyrst in Capels house, the chiefe of all the kyn 
Sparth for no cost, the wonted use of banquets to begyn.** 

Sh. bad, perhaps, this in his mind when, at the ball, old Capulet cries out, “And 
quench the fire, the room is grown too hot.” But in every other instance the season 
is unquestionably summer. “ The day is hot,” says Benvolio. The Friar is up in 
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Whereto I have invited many a guest, 

Such as I love ; and you among the store, 

One more, most welcome, makes my nuu^her more. 

At my poor house look to behold this night 

Earth-treading stars that make dark heaven light : 25 

Such comfort as do lusty young men feel 

23. One\ Once Rowe. heaven's light Theob. Johns, make.,,, 

most\ o' th' Han. even light Warb. mask,,, heaven's light 

makes] make Capell conj. Jackson conj. 

25. make. ...heaven light] make.,,, 26. young men] yeomen Johns, conj. 

his garden “ ere the sun advance his burning eye.'* Juliet hears the nightingale 
sing from the pomegranate tree. During the whole course of the poem the action 
appears to move under the “ vaulty heaven” of Italy. 

Sta. [thus continues Knt.*s quotation from Romeus and Jul.] : 

** No lady fayre or fowle was in Verona towne, 

No knight or gentleman of high or lowe renowne ; 

But Capllet himselfe hath byd unto his feast, 

Or by Ins name in paper sent, appoynted as a geast.** 

2$. dark heaven light] Wars. This nonsense should be reformed thus : “dark 
even light,” i. e.y When the evening is dark and without stars, these earthly stan 
supply their place and light it up. \_Knt. 

M. Mason. I propose, “ dark, heaven's light,** i. e. earthly stars that outshine the 
stars of heaven and make them appear dark by their own superior brightness. [A«/. 
Sing. (ed. 2), “ an ingenious emendation.** 

Knt. It appears unnecessary to alter the original reading, and especially as pas- 
sages in the masquerade scene would seem to indicate that the banqueting room 
opened into a garden, as “ Her beauty hangs upon the cheek of night." [Sta. 

Sta. a better reason for abiding by the original text is to consider that the “ dark 
heaven” in Sh.’s mind was most probably the Heaven of the stage, hung, as was the 
custom during the performance of tragedy, with black. 

Clarke. As poetical hyperbole may it not bear the excellent sense of “ mortal 
ladies, brilliant as stars that make night as bright as day?’* ' 

26. lusty young men] Johnson. To say, and to say in pompous words, that a 
young man shall feel as much in an assembly of beauties as young men feel in the 
month of April is surely to waste sound upon a very poor sentiment. I read “ lusty 
yeomen." You shall feel, from the sight and conversation of these ladies, such hopes 
of happiness and such pleasure, as the farmer receives from the spring, when the 
plenty of the year begins, and the prospect of the harvest fills him with delight. 
[lluds.y substantially. 

Ritson. Young men are yeomen. In A Lytell Geste of Robyn Ilode, 

printed by Wynken de Worde, where yonge men" occurs four times, it is in each 
instance yeomen in Copland’s edition printed not many years after. See also Spel- 
ean’s Glossary, voce JUNIORES. It is no less singular, that in a subsequent act of 
this very play the old copies should, in two places, read young trees" and ** young 
tree'' instead of ^'yew-trees" and yew-tree." [Sing. 

Steev. To tell Paris that he should feel the same sort of pleasure in an assembly 

0 
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When well-appareird April on the heel 

Of limping winter treads, even such delight 

Among fresh female buds shall you this night 

Inherit at my house ; hear all, all see, 30 

And like her most whose merit most shall be : 

Which on more view, of many mine being one 


29. female] fennell QqF^. 

32. Which on more] Q^Q^. Which 
one more QaQ3Ff, Rowe. Such amongst 
(Qj) Steev. Within your Johns, conj. 
On which more Capell. Search among 
Steev. conj. Such^ amongst Var. (Sing.) 
Dyce (eel. i), Sta. White, Ilal. Clarke. 
Amongst such Ulr. Among such Sing, 
(ed. 2) conj. Such as on Ktly. conj. 
Whilst on more Dyce, ed. 2 (Mason 
conj.). Which one, Jackson conj. 

Which.., view t of] Such amongst 


few; of Badham conj. Which one may 
vie with Bullock conj.* 

view, of many] vietv, of many, 
^owe. vehv, of many, Q^F,. 
view of many, Q^Qg. 

vieiv, of many mine] view of 
many, mine Pope, Ilan. Sing. Coll. Ulr. 
Del. Iluds. Dyce (ed. i), Hal. Clarke, 
Ktly. view of many, mine, Theob. Warb. 
Johns. Capell, Var. Knt. Dyce (ed. 2), 
Sta. White, Cham. 


ot beauties which young folk feel in that season when they are most gay and amor- 
ous, was surely as much as the old man ought to say : 

— ubi subdita flamma medullis, 

Vere magis (quia vere calor redit ossibus).” — Virg. Gear, iii, 271-a. \Smg. 
Mal. Sh.’s 98th Sonnet may also confirm the reading of the text : 

“When ^oud-pied April dressed in all his trim 
Hath put a spirit of yoiUh in every thing.” \Sing. Coll. Huds. 

Sing. Cotgrave translates PVanc-gontier, a good rich yeoman; substantial 
yonkerT lie also renders “ Vergaland, a liistie yonker^ 

Knt. The spirit of Italian poetry was upon Sh. when he wrote these lines; and 
he thought not of the lusty yeomen in his fields, — 

** While the ploughman near at hand 
Whistles o’er the furrow'd land 

but of such gay groups as Boccaccio has painted, who 

“ Sat down in the high grass and in the shade 
Of many a tree sun-proof.” 

Sh. has, indeed, explained his own idea of “ well -apparel led April” in his 98th 
Sonnet. Douce has well observed, that in this passage Sh. might “ have had in view 
the decorations which accompany the above month in some of the manuscript and 
printed calendars, where the young folks are represented as sitting together on the 
grass; the men ornamenting the girls with chaplets of flowers.” 

Huds. \Wiat feelings the young are apt to have in the spring can hardly need 
explaining to those who remember their youth. 

Coll. (ed. 2). Surely we need not, with Ritson, specirlute upon emendation 
where none is required, and there is no need for altering “ young men” to yeomeft, 
though yeomen may be ** young men,” or “ young men” yeomen, 

30. inherit] Mal. That is, to possess, {Sing. Huds. White, 

32. Which on more view, etc.] Johnson. This line I do not understand. 
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May stand in number, though in reckoning none. 

Come, go with me. Go, sirrah, trudge about 

Through fair Verona; find those person? out 35 

Whose names are written there \Givcs a paper\ and to them say, 
My house and welcome on their pleasure slay. \Exeunt 

CapuLct and Paris. 

34. [To Sen’.] Sta. Dyce (ed. 2), 36. [Gives....] Mai. Omitted in Qq 

Ff, Cambr. 


The old folio gives no help. I can offer nothing better than Within your view. 

l/Iat. 

Mal. There is here an allusion to an old proverbial expression, that one is no 

number. So in Decker’s Honest Whore, Part II : “ to fall to one ... is to fall 

to none, For one no number is.” In Sh.’s 136th Sonnet: “Among a number one is 
reckon'd none*' (ed. i), Verp. Iluds. 

M. Mason. This passage will not be rendered intelligible by Steevens’s conj., 
which is neither sense nor English. The old folio leads us to the right reading, 
which I should suppose to have been thus : “ Whilst on more view of many,” &c. 
With this alteration the sense is^clear, and the deviation from the folio very trifling. 
[“Only the change of ‘ch’ to adds Dyce (ed. 2), who adopts Mason’s conj.] 

Sing. (ed. i). Hear all, see all, and like her most who has the most merit; her^ 
which, after attentively regarding the many, my daughter being one, may stand 
unique in merit, though she may be reckoned nothing, or held in no estimation. 
\_^IIuds.'\ Which is here used for who^ a substitution frequent in Sh., as in all the 
writers of his time. [ Verp. 

Del. (Lexikon). Sh. here uses which in the loose relative connection peculiar to 
him, by which the relative pronoun does not refer to a certain antecedent word, but 
refers the whole related sentence to the sentence preceding. 

Ulr. This explanation [of Delius’] I find as difficult to understand as the words 
themselves. Under these circumstances I have turned back to the reading of Q^, 
holding the readings of the other copies for misprints or compositors’ sophistications, 
and I have allowed myself to introduce an emendation into the text, which, in my 
opinion, gives a perfectly clear sense, and can hardly be termed a change of the 
text, as it consists only in transposing the first two words. Such a transposition 
seems always justifiable where the sense requires it, as misprints of this kir i, in the 
very negligent printing of all the old edd., are very numerous. 

Badham {*Cam, Essays f 1856). The cause of all this confusion is, that the read- 
ing of Qj, being unintelligible, was altered in the subsequent Qq, and that alteration 
was adopted by the folio. The faulty word was left untouched, and the sound parts 
were corrupted by the editor of who did not see that the right reading was, 
“ such amongst fewT 

Sta. Neither reading [of Qq. nor Ff.] affords a clear sense. 

Dyce (ed. i). Th^ later edd. are not more intelligible than Q,. 

White. The passage is obscure, elliptical, and debased by a poor conceit; but, 
remembering that one used to be regarded as no number, it seems to mean. Such 
(f. e,<f so high in merit) my daughter may appear; and being one (of those so distin« 
grished) may stand, in number, one, though, in reckoning, nothing. 
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Sef%\ Find them out whose names are written here ? It is 
written that the shoemaker should meddle with his yard and the 
tailor with his last, the fisher with his pencil and the painter with 
his nets ; but I am sent to find those persons whose names are 
here writ, and can never find what names the writing person hath 
here writ. I must to the learned. In good time. 


Enter Benvolio and Romeo. 

Ben, Tut, man, one fire burns out another’s burning. 

One pain is lessen’d by another’s anguish ; 45 

Turn giddy, and be holp by backward turning; 

One desperate grief cures with another’s languish : 

Take thou some new infection to thy eye. 

And the rank poison of the old will die. 

Rom, Your plantain leaf is excellent for that. 50 


38. written here ? //] Rowe, written 
lere ! It Dyce, Cambr. written. Here it 
QqF^F^. ivritten. Jleere it F,. 7 vritten. 
Heert it written here! [turns and 
twists the notes about.] Here [tapping 
his head] it Nicholson conj.* 

41. pennon s'\ persons out 

42. here 7 ont] zvnt Ff, Knt. 


43. I... learned'] In parenthesis, Qq 
Ff. 

44. out] out, Q^. 

46. ho/p] help'd Pope, &c. 

47- cures] cure Pope, &c. 

48. thy eye] Q^. the eye The resi^ 
Rowe, &c. Camp. Knt. Sing. (ed. 2), 
Cham. Ktly, 


TIaeliwell. No explanation of this yet given is at all satisfactory. 

Kti.y. 1 should feel inclined to read, “ Such as on view.*’ By “ more” must bo 
meant more extensive. The aposiopesis, so suited to the hasty, impetuous character 
of the speaker, makes all clear. 

Clarke. “ My daughter being one among many such [‘ earth-treading stars’ and 
‘fresh female buds,’ as I have described, and whom you will see there], she may 
stand in the number of them, though she may not be counted by you as ‘ her whose 
merit most shall be.’ ” 

50. plantain leaf] Steev. This was a blood-stauncher, and was formerly ap- 
plied to green wounds. The same thought occurs in Albumazar: “Bringaftesh 
plantain leaf. I’ve broke my shin.” [.S'/;/^^ Coll. Iluds. 

Knt. Of course Sh. did not allude to the tropical fruit-bearing plant, but to the 
common plantain of our English marshy grounds and ditches. The plantain was 
also considered as a preventive of poison, and to this supposed virtue Romeo first 
alludes. 

Coll. Costard calls for it in Love’s L. L., Ill, i, 74. 

Ulr. Romeo means, Thy remedy is as excellent for my cdJnplaint as a plantain 
leaf is for a broken shin. PlantJiin was used to stop the blood, but not for a fracture 
of a bone, to which such a remedy obviously cannot apply. Hence, when Costard, 
in L. L. L., calls for a plantain leaf for his broken shin, or a fellow in Ben Jonson’s 
•* The Case is Altered,” wants it for a broken head, it is, I think, in the same ironical 
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Ben, For what, I pray thee ? 

Rom, For your broken shin. 

Ben, Why, Romeo, art thou mad ? 

Rom, Not mad, but bound more than a madman is ; 

Shut up in prison, kept without my food, 

Whipt and tormented and — Good-dcn, good fellow. • 55 

Serv, God gi* good-den. — I pray, sir, can you read ? 

Rom, Ay, mine own fortune in my misery. 

Sen), Perhaps you have learned it without book : but, I pray, 
can you read any thing you see ? 

Rom, Ay, if I know the letters and the language. 60 

Serv, Ye say honestly : rest you merry ! 

Rom, Stay, fellow ; I can read. \Rcads, 

‘ Signior Martino and his wife and daughters ; County Anselme 

55. Gooii-dm'] Coll, Goli/en QqF^F^ 58. /earnet/J Qq. /earnW FT, Rovre, 
Fj. Good-e'ert Rowe, &c. Var. Knt. &c. Var. Knt. Sing. Sta. 

Good den Cvc^oll, God-den F>yc.QyQzxiFor, 61, [Goinj^ Coll. (ed. 2), Clarke. 
God den 62. [Reads,]. ...the Letter. QqFf. 

56. God gi^ good-den"] Godgigoden 63-68. As nine lines of verse, Dyce 
QqFjFjjFg. God gV Good-e'en F^, Rowe, (ed. 2), (Capell conj.) 

&c. God gV go'^ den C2i^€ll, God ye good 63. daughters] Qq. daughter Ff, 
den Sta. Rowe, Capell, Sta. 

58,59. Prose,Pope (ed. i). As vei-se, County] Count ^0. 

QqFf, Rowe, Var. Knt. Sing. Sta. end- Anselme] Anselme 

Ing first line at book. Ending first line at Q^. Anselm F^F^, Rowe, &c. Anselmo 
pray^ Pope (ed. 2),Theob. Warb. Johns. Dyce (ed. 2), (Capell conj.) 

•ense as here. If Romeo, as the English commentators suppose, really considered 
plantain a good remedy for a broken bone, his words would have no sense. 

Reisly. (Rlantago major) greater plantain. The leaves were, in Sh.’s time, used 
to heal fresh wounds, and the village herbalists now use them for the same purpose. 
The plant grows near the abodes of men, and commonly by waysides; hence it ob- 
tained the common name of “ way-bread.’* 

Bartholomteus speaks of it as “ healing sore wounds, and biting of wood houndes, 
and abateth the swelling thereof.” And Drayton, in “ Polyolbion,” has ** Plaintain 
for a sore.” Knight’s note is not correct, as the plant grows on waysides and mostly 
In dry places. The water plantain {Alisma plantago) grows in ditches and moist 
places, but this is not the plant Sh. alluded to. The figure of the plant given by 
Knight is unlike the common plantain. 

Cham. The buck’s-horn plantain. 

55. Good-den] Nyi.ES. A mere corruption of good den for good evening. This 
salutation was used by our ancestors as soon as noon was past, after which time, good 
morrow, or good day, was esteemed improper, [ Vide post II, iv, 99.] \_Dyce. 

61. rest you merry] Del. He supposes Romeo to be a jester, from whom no 
rational answer is to be expected, and is about to leave him. 

63. Anselme] S. Walker (‘CW/.* vol. I, p. 2). A late writer has anticipated 
4 
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and his beauteous sisters ; The Lady widow of Vitruvio ; Signior 
Placentio and his lovely nieces; Mercutio and his brother Valen- 
tine ; Mine uncle Capulct, his wife, and daughters ; My fair niece 
Rosaline ; Livia ; Signior Valentio and his cousin Tybalt ; Lucio 
and the lively Helena/ 

A fair assembly ; whither should they come ? 

Scrv, Up. ^ 70 

Rom, Whither ? 

Scrv, To supper ; to our house. 

Ro 7 n, Whose house ? 

Serv, My master’s. 

6y. Livia\ Livio Rowe (ed. 2),* 

Pop< . gentle Livia Capell conj. a 7 id 
Livia Dyce (ed. 2), (Courtenay conj.), 

Klly. 

68. Uvely\ lovely Rowe. 

69. [giving back the Note. Capell, 

Var. Knt. Sing. Dyce, Sta. Cham. 

Clarke, Ktly. 

70. Up\ To sup Sta. conj. Up,,. 

Ktly. 


71, 72. Whither? Serv. To sup- 

per; to'\ Thcob. (Warb). Whether to 
supper? Scr: 7 h (Q^). Whither to sup- 
per? Scr. To Q^, Knt. Ulr. Del. Sta. 
Whither to supper, Ser. ? To Q^. 
Whither to supper. Ser. L'o Q^. Whith- 
er? to supper? Ser. To Rowe, 

Pope, Johns. Coll. Huds. Hal. Whither? 
Ser. sttpper to Han. Dyce (ed. 2). 

72. To supper"] om. Capell. 


me in remarking that the list of invitations in Romeo and Juliet is in verse. In 1 . 67 
he has properly supplied the deficient syllable : “ Rosaline and Livia.” In 1 . 63 I 
suspect that for **Anselme** v/e ought to read **Anselmo?* The writer in question, 
if I recollect right, is Mr. Courtenay. 

Dyck (ed. 2). But Capell had long ago written thus : ** How if Capulet’s list of 
invited be metre too ? odd as it may seem, it is nearly so now j for reading '•Anselm^ 
Anseln/Of and giving 'Livid her epithet {gentlOf for instance), which are both propel 
and something more, it resolves itself into nine as complete iambicks as any in Sh., 
nor can be made prose without a great deal more altering than goes to making it 
verse.” Notes, &c., vol. H, P. iv, p. 4. 

Del. The list of guests, as Romeo reads it off and accompanies it with his own 
remarks — for the epithets to the names can scarcely be deemed to have been all 
written down by Capulet — although printed as prose in the old as well as in the late 
editions, is nevertheless tolerably regular blank verse. [Delius has substantially the 
same in his Lexicon, 1852.] 

65. Mercutio] Clarke. It is noteworthy that Mercutio here figures among the 
invited guests, although we find him always associating with the young men of the 
Montague family. He is the prince’s “ kinsman,” and it maybe supposed is on 
terms of acquaintance with both the rival Houses, although ejydently having greater 
intimacy with the Montagues than the Capulcts. 

67. Rosaline] Clarke. This is the point in the play which testifies that Rosa- 
line is a Capulet. 

72. To supper] Mal. These words undoubtedly belong to the servant, to whom 
they were transferred by Theobald. [^Sing, (ed. 2), Dyce. 
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Rom. Indeed, I should have ask’d you that before. 75 

Scf'v. Now. ril tell you without asking : my master is the 
great rich Capulet; and if you be not of the house of Mon* 
tagues, I pray, come and crush a cup of wine. Rest you merry I 

\Exit. 

Ben. At this same ancient feast of Capulct’s 
Sups the fair Rosaline whom thou so lov’st, 8o 

With all the admired beauties of Verona. 

Go thither, and with unattainted eye 
Compare her face with some that I shall show, 

And I will make thee think thy swan a crow. 

Rom. When the devout religion of mine eye 85 

Maintains such falsehood, then turn tears to fires I 
And these, who, often drown’d, could never die. 

Transparent heretics, be burnt for liars ! 

One fairer than my love ! the all-seeing sun 
Ne’er saw her match since first the world begun. 90 

Ben. Tut ! you saw her fair, none else being by. 


76, 78. No7u... merry] Verse by Ca- 
pell, ending asking: Capulet; Mon- 
tagues^ wine, merry. 

77, Montagues] the Montagues Ca- 
pcll. 

78, prayf come] pray you, come Ca- 
peil. 

crtish] crash Han. 


80. lovUt] Rowe, lovest 
Coll. (eel. 2), Cambr. loves 

86. fires] Pope, fire Qc^Ff, Rowe, 
White. 

87. these] those I Tan. 

91. Tut] Tut Tut Fj,. Tut^ tut 
F^, Rowe, &c., Capcll, Coll. (ed. 2), 
Dyce (ed. 2). 


78. crush a cup] Steev. This cant expression seems once to have been com- 
mon. I have met with it often in the old plays. \_Coll. Verp.] We still say, in cant 
language, to crack a bottle. \_Sing. Valpy, llaz. Iluds. iVhite, Dyce^ Clarke. 

In The Two Angry Women of Abington, 1599: “Fill the pot, hostess, &c., and 

we’ll crush itl' In Hoffman’s tragedy, 1631: “ we’ll crush a cup of thine 

own coimtry wine.” In The Finder of Wakefield, 1599, the Cobbler says : “ Come, 
George, we’ll C7ush a pot before we part.” [Sta. Hal. 

Sta. These instances might be easily multiplied. 

86. to fires] White. Modern edd. have hitherto silently read, “ to fires'*'' on ac- 
count of the rhyme to “liars;” but Q, and Q^, though printed from different MSS., 
both read “ to fire” (or fier). The mere difference of a final s seems not to have 
been regarded in rhyme in Sli.’s day, and the reading “fires” tends to impoverish a 
line not over-rich. * 

91. Tut] Coll. (ed. 2). The sec'^nd interjection, necessaiy to the metre, is from 
the (MS). 

Dyce (ed. 2). See S. Walker’s “Oi/.” vol. II, p. 146 [where this reduplication 
U considered necessary]. 
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Herself poised with hersel? in either eye. 

But in that crystal scales let there be weigh’d 
Your lady’s love against some other maid 

Ifhat I will show you shining at this feast, 95 


93. that] those Row€, &c., Capell, 
Var. (Ilaz). Coll. Hal. 

scales] scale S. Walker conj. 
(withdrawn). 


94. lady's love] lady-love Theob. 
&c., Corn. Haz. Dyce (ed. 2). lady love 
Capell. lady's look or laud Ulr, coni. 
lady and love Ktly. 


93. that crystal scales] Mal. The emendation, those^ was made by Rowe. 
[G?//. (ed. I.}] I am not sure that it is necessary. The poet might have used 
scales for the entire machine. [G?//. (ed. 2). 

Knt. Scales is used as a singular noun. [Dyce [^^Remarksy" &c.) Huds. 

Dyce {^'■ReniarksT &c). And so it was frequently employed by the poet’s con- 
temporaries. (cd. 2). 

Walker vol. Ill, p. 223). We might, indeed, read “that c. scale;" but 

this would contradict the meaning; and Dyce says, as above (and he is not likely to 
be mistaken). Scales is one of a number of substantives which were then used as 
bingular nouns; arms (in the sense of armorial bearings') ^ lists (the place of combat, 
bo called), stocks {rh shambles, breeches, colours, ike, 

94. lady’s love] Theobald. But the comparison was not to be betwixt the 
Love that Romeo’s Mistress paid him and the Person of any other young Woman : 
but betwixt Romeo’s Mistress herself and some other that should be match’d against 
her. The Poet, therefore, must certainly have wrote, “ Your Lady-love.” 

Heath. That is, the love you bear to your lady, which, in our language, is com- 
monly used for the lady herself. Iluds, Dyce. 

Sing. Perhaps we should read Your lady love, [lluds, 

Dyce Remarks^ &c). To me, at least, this explanation (Heath’s) is unsatia 
factory ; qy. did Sh. write “ Your lady-love ?” 

Ulr. After all, the misprint may be in the word love, and perhaps instead thereof 
we should read look, or laud. 

Walker {‘*Crit." vol. I, p. 255). How can your lady's love mean anythfhg but 
your lady's passion for you ? which w'ould here be contrary to the fact as well as to 
the speaker’s meaning. Read your ladie-love ; and so I find Dyce suggests. 

Sta. a corriqition, I suspect, for “lady-love.” It was not Romeo’s love for 
Rosaline, nor hers for him, which was to be poised, but the lady herself, “ against 
some other maid.” 

Whitp:. It seems as if we should read '^lady-love" here; and this obvious change 
has been suggested by Dyce and Singer, and declared absolutely necessary by S. 
Walker. But the imperfect and surreptitious (QJ has *^ladyes loue," and the subse- 
quent old copies, though printed from another MS., '^ladies loue," Sh. too, often as 
he had opportunity, never used “ lady-love,” if I may trust jpay memory, or even 
Mrs. Clarke’s Concordance. And I more than doubt that the compound “ lady-love’* 
is as old as the time of Sh., although I believe the general opinion is quite the 
contrary. 

Dyce (ed. 2). I did not know that this was Theobald’s reading when I proposed 
it in my Remarks, &c. Grant White says: “I more than doubt” [(Jsic., ut supra,] 
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And she shall scant show well that now shows best. 

Ro7n, I’ll go along, no such sight to be shown, 

But to rejoice in splendour of mine own. \Exeunt 

Scene III. A room in Capulet's house. 

Enter Lady Capulet ard Nurse. 

La. Cap, Nurse, where’s my daughter ? call her forth to me. 
Nurse. Now, by my maidenhead at twelve year old, 

I bade her come. — What, lamb ! what, lady-bird ! — 

• 96. she shall scant shoto well^ Qq. A room...] Capell. Capulet’s 

she sheiu scant shelly well, F,. slide shew House. Rowe. 

scant, well shel shew scant well, 2-4. Now... for hid !"] Two lines P'f. 

F^. she will shew scant well, Rowe (ed. Now. ..Juliet. As verse first by Johnson. 
2),* &c. Prose in Qq. The Nurse’s speeches arc 

5ho2vs'\ shelves Q^Q^F^F^Q^. seemes in italics in Qq. 

(QilQa* t/lr. Cambr. 2. year'\ yeeres yearsF^, Rowe, 

97. sightl light Anon. conj. &c. Corn. 

Scene 111.] Capell. Scene 11. Rowe. 3. hade her come,} had her come, Q^ 
Scene iv. Pope. come, Q^. had her: 

come, Qg. 

But it certainly is. Compare Wilson’s Cohlers Propkesic, 1594 : “then downe came 
I my lady lone to finde.” Sig. D. 3. 

K-tly. This is very oddly expressed, for it was the lady herself, not her love, that 
was to be weigihecl. I doubt if Theobald’s phrase was then in use. I read ^Hady 
and lo 7 /e,” the of the MS. having been made s by the printer, as it became t in 
“meant” for “mean and” in All’s Well, IV, iii. 

CiJ^.RKE. It is possible that this may mean “ the small amount ol love borne you 
by your lady.” Romeo has before told Benvolio that “ she hath forsworn to love,” 
and it may be that, in Sh.’s elliptical style, the passage means, “ let there be weighed 
the littfe love your lady bears you against the charms of some other maid,” &c. 

2. Nurse] Coleridge {Lit. Pern. vol. II, p. 152, ed. 1836). The character of 
the Nurse is the nearest thing in Sh. to a direct borrowing from mere observation; 
and the reason is, that as in infancy and childhood the individual in nature is a 
representative of a class — just as in describing one larch tree you generalize a grove 
of them — so it is nearly as much so in old age. The generalization is done to the 
poet’s hand. Here you have the garrulity of age strengthened by the feelings of a 
long-trusted servant, whose sympathy with the mother’s affections gives her privi- 
leges and rank in the household. And observe the mode of connection by accident 
of time and place, and the childlike fondness of repetition in a second childhood, 
and also that happy^^humble ducking under, yet constant resurgence against, the 
check of her superiors. [ Verp. Iluds. Sta. 

3. lady-bird] Del. The nurse does not apply this epithet to Juliet in the insult- 
ing sense in which the term is now applied by the vulgar, but sportively, in allusion 
to her fluttering hither and thither, and because she will not allow herself to be at 
once found when called. 


4 * 
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God forbid ! — ^Where*s this girl? — ^What, Juliet! 


£n/^r Juliet. 

Ju/. How now 1 who calls ? 

Nurse, Your mother. 

Jul. Madam, I am here. S 

What IS your will ? 

La. Cap. This is the matter. — Nurse, give leave awhile, 

We must talk in secret. — Nurse, come back again ; 

I have remember’d me, thou’s hear our counsel. 

Thou know’st my daughter’s of a pretty age. lO 

Nurse. Faith, I can tell her age unto an hour. 

La. Cap. She’s not fourteen. 

Nurse. I’ll lay fourteen of my teeth, — 

And yet, to my teen be it spoken, I have but four, — 


4. Where' s..,yuliet\ Separate line, 
QqFf. 

5, 6. ITow..MiU Capell. Three 
lines, QqFf, Camhr. 

What is yotir om. Sey- 

mour conj. 

7-10. This..MgeP^ As verse first by 
Capell. Prose in QqFf. 

9. ihoies'\ Dyce, Cambr. tJiotis' 
Rowe, thoii'se Qq Ff, White, thou shalt 
Pope, &c. Var. ct cet. 

07tr'\ viy F^, Rowe, Pope, Han. 

10. kno7v'st\ knowest The rest, 


Rowe, Sta. 

12-15. I'll....Lamma5'tide?'\ Ar- 
ranged as in Steev. (1793). I'll. ..four- 
teen as prose, IIoxv...ti(le '/ as one line in 
Qq. Four lines, ending teethe. ...spoken, 
....fourteen, Lamvias-tide ? in Ff, Rowe. 
Three lines, ending teeth,.. .four. ..Lam- 
mas-tide ? in Capell. Prose in Pope, 
&c. Ktly. 

12. of my'\ o' my Capell. 

13. teen\ teeth Rowe, Pope, 

Capell. 

be //] he 't Dyce (ed. 2). 


4. God forbid !] Sta. An exquisite touch of nature. The old nurse, in her 
fond garrulity, uses “lady-bird” as a term of endearment; but recollecting 'its ap- 
plication to a female of loose manners, checks herself; — “ God forbid !” her darling 
should prove such a one ! 

Dyck. Staunton is altogether mistaken. The nurse says that she has already 
“bid Juliet come she then calls out, “ What, lamb ! what, lady-bird !” and Juliet 
not yet making her appearance, slie exclaims, “ God forbid ! — where’s this girl ?” 
the words, “ God forbid,” being properly an ellipsis of “ God forbid that any acci- 
dent should keep her away,” but used here merely as an expression of impatience. 

9. thou’s] White. “ Thou shalt,” which is the reading of nearly every modern 
edition, destroys the rhythm, and is altogether indefensible. 

12. fourteen] C. A. Brown (“Autobiographical Poems,” Jc). Juliet’s extreme 
youth was, at the time, an apology to the audience for the boy who played so ar- 
duous a part. This guess at explaining the deviation from the originals may seem 
ridiculous, but it is possible. 

13. teen] Johnson. To my sorrow. \Smg. Coll. Haz. Iluds. White, Hal. 

Steev. So in Spenser’s Fairy Queen, b. i, c. ix; “for dread and doleful teen.'* 



ACT I, SC. iii.] 


ROMEO AND JULIET. 


43 


She is not fourteen. How long is it now 
To Lammas-tide ? 

La, Cap, A fortnight and odd d:.ys. 1 5 

Nurse. Even or odd, of all days in the year, 

Come Lammas-eve at night shall she be fourteen. 

Susan and she — God rest all Christian souls ! — 

Were of an age : well, Susan is with God ; 

She was too good for me : — ^but, as I said, 20 

On Lammas-eve at night shall she be fourteen ; 

That shall she, marry ; I remember it well. 

’Tis since the earthquake now eleven years ; 


14. She is\ Steev. (1793). Shees or 
Shee's or She's QqFf. She's Rowe, &c. 
Capell, Sta. 

is ii\ is't Capell. 


16-48. Even..,^Ay''\ Capell. Prose 
in QqFf, Rowe, &c. Sta. Ktly. 

16, 27. in'] V Capell. 

22. Thai] then Q^Q^. 


This old word is introduced by Sh. for the sake of the jingle between teen and four 
and fourteen, Iluds, I Id, 

Halliwell. “ He was chanjjcd in the shape of divers other things, and passed 
by them invisilde; and would (no doubt) worke much woe and teene in case he 
should remaine alive after this scomefull illusion .” — Ammianus MarcellinuSy trans^ 
lated by Holland^ 1609. 

15. Lammas-tide] Nares. Tide for time. It was also scrupulously used by the 
Puritans, in composition, instead of the Popish word mass^ of which they had a ner- 
vous abhorrence. Thus, they said Christ -//</?, WdWow -tide ^ Lamb-Z/V^. Luckily 
Whitsuntide was rightly named to their hands. 

16. Even] Knt. There is not in all Sh. a passage in which the rhythm is more 
happily characteristic than in these speeches of the nurse, [ Ver/>. 

23. since the earthquake] Tyrwhitt. How comes the Nurse to talk of an 
earthquake ? There is no such circumstance mentioned in any of the novels from 
whichtSh. drew his story; it therefore seems probable that he had in view the earth- 
quake which had really been felt in many parts of England in his own time, viz., on 
the 6th of April, 1580. (See Stowe’s Chronicle and Gabriel Harvey’s Letter in the 
Preface to Spenser’s Works, ed. 1679.) If so, one may be permitted to conjecture 
that this play, or this part of it, at least, was written in 159 1, after the 6th of April, 
when the eleven years since the earthquake were completed, and not later than the 
middle of July, a fortnight and odd days before Lammas-tide, \^Sing,y substantially. 
Corn. 

Mal. (Vol. IT, p. 350). Sh.’s frequent allusions to the manners and events^ of his 
own time have shown me that Tyrwhitt’s conj. is not so improbable as I once 
thought it. Sh. might have laid the foundation of this play in 1591 and finished it 
at a subsequent period. If the earthquake, which happened in England in 1580, 
was in his theughts and induced him to state the earthquake at Verona as happening 
on the day when Juliet was weaned, and eleven years before the commencement of 
the piece, it has led him into a contradiction ; for, according to the Nurse, Juliet was 
within a fortnight and odd days of completing her fourteenth year; and yet, accord- 



44 


ROMEO AND JULIET. 


[act 1, sc. ili. 


And she was wean'd — I never shall forget it — 

Of all the days of the year, upon that day: 25 

25. of the year] in the year Rowe, &c. the year Capell. 

ing to the computation, she could not well be much more than twelve years old. 
Whether, indeed, the English earthquake was or was not in his thoughts, the Nurse’s 
account is inconsistent and contradictory. Perhaps Sh. was more careful to mark 
the garrulity than the precision of the old woman ; or perhaps he meant this very 
incorrectness as a trait of character; or, without having recourse to either of these 
suppositions, shall we say that he was here, as in some other places, hasty and inat- 
tentive ? 

Knt. The principle of dating from an earthquake, or from any other remarkable 
phenomenon, is a very obvious one. We have an example as old as the days of the 
prophet Amos ; “ The words of Amos, who was among the herdmen of Tekoa, 
which he saw concerning Israel, in the days of Uzziah king of Judah, and in the 
days of Jeroboam, the son of Joash, king of Israel, two years before the earthquake.” 
But it is by no means improbable that Sh. might have been acquainted with some 
description of the great earthquake which happened at Verona in 1348, when Pe- 
trarch was sojourning in that city ; and that, with something like historical propriety, 
therefore, he made the Nurse date from that event, while at the same time the sup- 
posed allusion to the earthquake in England in 1580 would be relished by his au- 
dience. 

Collier (ed. i). In the whole speech of the Nurse there are such discrepancies 
as render it impossible to arrive at any definite conclusion, even if we suppose that 
Sh. intended a reference to a particular earthquake in England. First, the Nurse 
tells us that Juliet was in the course of being weaned ; then that she could stand 
alone; and, thirdly, that she could run alone. It would have been rather extraordi- 
nary if she could not, for even according to the Nurse the child was very nearly 
three years old. No fair inference can, therefore, be drawn from the expression, 
and we coincide with Malone that the tragedy was probably written towards the 
close of 1596. 

Hunter {^New JllustrT), It will not be denied that Sh. might make an Italian 
in an Italian story allude to an event that occurred in London ; but the whole argu- 
ment is of the most shadowy kind, and it seems to be entirely destroyed when the 
fact is introduced that in 1570 there did occur a most remarkable earthquake in the 
neighborhood of Verona, so severe that it destroyed Ferrara, and which would form 
long after an epoch in the chronological calculations of the old wives of I.ombardy. 
When the church of St. Stephen at Ferrara was rebuilt, an inscription was placed 
against it, from which we may collect the terrible nature of the visitation : 

“Cum anno M.D.LXX die XVII Novembris tertiR noclis liorS, qiiam maximus terrae moiut 
hanc prseclarissimam urbem ita conquassasset, ut ejus fortissima moenia, muniiissimas arcesi, alta pala- 
tia, religiosa tempia, sacratas turres, omnesque fere fedes omnino evertisset et prostrasset, una cum 
maximo civium dainno, atque acerb^ clade.“ 

The order of towers,* pal aces and temples in this inscription co^esponds to the order 
in which they occur in the well-known passage in The Tempest. Will this come in 
aid of the argument of those who contend that Sh. must, at some period of his life, 
have breathed the air of Italy, seen the Italian palaces and witnessed the Italian 
customs he has so accurately exhibited ? 

This inscription appears to have been cut in 1571, or not long after. At all 
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For I had then laid wormwood to my dug, 26 

Sitting in the sun under the dove-house wall ; 

My lord and you were then at Mantua : — • 

Nay, I do bear a brain : — ^but, as I said. 


events, I submit, that, if we must suppose that the poet intended to make the Nurse 
speak according to the truth of history at all, this is the earthquake to which she 
alludes, and not the slight trembling which alarmed the fears of a northern people 
unaccustomed to such phenomena. The argument of Tyrwhitt’s has, however, run 
the course of all the editions. \^Dycey Sta, 

Sta. There is a small tract still extant, entitled “A coppie of the letter sent from 
Ferrara the xxii of November, 1570. Imprinted at London in Paules Churchyarde at 
the signe of the Lucrece, by Thomas Purfoote in which the writer describes “ the 
great and horrible earthquakes, the excessiue and vnrecouerable losses, with the 
greate mortalitie and death of people, the mine and ouerthrowe of an infinite num- 
ber of monasteries, pallaces, and other howses, and the destruction of his graces ex- 
cellencies castle.” The first earthquake was on Thursday, the lith, at ten at night, 
‘‘whiche endured the space of an Aue Marie;” on the 17th, “the earth quaked all 
the whole day.” In all, “the earthquakes are numbered to haue been a hundred 
and foure in xl houres.” 

Clarkk. That Sh. alluded to the earthquake of 1580 we think most probable; 
but that tlie allusion particularizes the period when the event occurred in connection 
with the writing of the play, we doubt. Sh. would not, we think, thus register a 
particular so subject to fluctuation as a date; for what would be an eleven years* 
interval when he wrote might become a twelve years’ interval when the play was 
put iipcm the stage, and would certainly become an altogether inaccurate interval by 
the time the play had been performed during many seasons. It appears to us that 
the “ eleven years” in this line is simply a step by which the old Nurse helps herself 
to retrace the age of her foster-child, 

Dyce (ed. 2). If it be unlikely, as I think it is, that our poet had a view to the 
earthquake in his own country during 1580, it is still more unlikely that he should 
have alluded to that in Italy during 1570. 

[For further references to this earthquake, see Appendix, ‘The Date of th« 
Play.’] Ed. 

26. wormwood] IIalliwell. “ Like as when a mother, willing to weane her 
child, shall say unto him, night and day : ‘ My child, it is time 10 weane thee, 
thou art growne great inough, and I am with child, my milke is corrupt, it will 
make thee sickc;’ yet he is so fond of the breast that he cannot forsake it : but if the 
mother put niorme-wood or mustard upon the breast, the child sucking it, and feeling 
the bitternesse, he quite forsaketh it, without sucking any more : Even so, though 
God’s Preachers preach unto us, and exhort us to forsake the corrupt milke of the 
world and of the flesh, yet we seeme deaf still, and are alwayes backward, imtill 
God put upon these cursed teates the mustard and worme-w^d of afflictions to 
weane us.” — Cawdnty^s Treasurie or Storehouse of Similies^ i^o. Also Stephen! 
Essay es and Characters t 1615. 

Beisly. Wormwood [Artemisia absinthium') is a well-known plant, native of 
Britain, and flowers in Aug. and Sept. It has a nauseous, bitter taste. 

29. bear a brain] Reed. That is, I have a perfect remembrance or recollection. 
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When it did taste the wormwood on the nipple 
Of my dug, and felt it bitter, pretty fool, 

To see it tetchy, and fall out with the dug ! 

Shake, quoth the dove-house : *twas no need, I trow, 

To bid me trudge. 

And since that time it is eleven years ; 35 

For then she could stand alone ; nay, by the rood, 

She could have run and waddled all about ; 

For even the day before, she broke her brow; 

And then my husband — God be with his soul ! 

*A was a merry man — took up the child : 40 

‘Yea,** quoth he, ‘dost thou fall upon thy face? 

Thou wilt fall backward when thou hast more wit ; 

Wilt thou not, Jule?’ and, by my holy-dam, 

The pretty wretch left crying, and said ‘Ay.’ 


32. 7«vV//] wV Capell, White. 
the\ th^ Wliite. 

35. eleven'\ a leuen QaQ3Q^. a elcuen 

F.- 

36. aJone\ hylone Q^. a lone Q^. 
high-lone Ulr. (Dyce from Q,), Cambr. 


43* y^tll\ Juliet F^, Rowe. Jule^ 
F^Fg. Jult Pope, &c. JuW Capell. 

holy-davC^ holydam Qq, holy 
dam Plar. Camp. Knt. holidame Dyce 
(eel. 1), Cambr. halidom Dyce (ed. 2), 


[Ent. Ilaz. Sta. Dyce,'\ So in The Country Captain, by the Duke of Newcastle, 
1649: “When these wordes of command are rotten, wee will sow some other mili- 
tary secdcs; you beare a braine and memory.’* [//rr/. 

Steev. In Ram Alley or Merry Tricks, i6ll : “Dash, we must bear some brainT 
In Marston’s Dutch Courtesan, 1604: “ Nay an I bear not a brain.^'* In Heywood’s 
Golden Age, 1611 ; “As I can bear a pack, so 1 can bear a brain,''* [Ilal. 

Nares. To exert attention, ingenuity, or memory. Thus in Marston’s Dutch 
Courtesan; “ My silly husband alas! knows nothing of it; ’tis I that beare, ’tis I 
that must beare a braine for all.” [Sing. Nuds. 

Haleiwell. “ Jones was no schoolman, yet he bore a brain Which ne’er forgot 
what ere it could contain.” — Legend of Captain Jones, 1659. 

31. felt] White. The verbs expressive of the action of the senses were not care- 
fully distinguished in their application w'hen Sh. wrote ; and “ felt” was used with 
peculiar license. Sh. ridicules this license in several passages, and especially in 
Bottom'* s speech (Mid. Sum. N, D. IV, i, 197) when he w’^akes after his enchantment. 

36. alone] Dyce Remarks f &c.] It may perhaps be worth while to notice 
that we find in Middleton’s Blurt, Master Constable, “An old comb-pecked ras- 
cal, that was bcatAi out a’ th’ cock-pit, when I could not stand a* high lone with- 
out I held by a thing, to come crowing among us I” Act II, sc. ii; Works i, 262, 
ed. Dyce; and in W. Rowley’s A Shoomaker a Gentleman, 1638: “The warre* 
has lam’d many of my old customers ; they cannot go a hie lone," Sig. B 4. 

(ed. 2). 

White, The idiom is still in use in “high time” for “ full time.” 




ACT I, SC. iii.] 


ROMEO AND JULIET. 


47 


To see now how a jest shall come about ! 45 

I warrant, an I should live a thousand years, 

I never should forget it: ‘Wilt thou not, Jule?’ quoth he; 

And, pretty fool, it stinted, and said ‘Ay.* 

La, Cap, Enough of this ; I pray thee, hold thy peace. 

Niit'se, Yes, madam : yet I cannot choose but laugh, 50 
To think it should leave crying, and say ‘Ay:* 

And yet, I warrant, it had upon its brow 
A bump as big as a young cockerel's stone ; 

A perilous knock ; and it cried bitterly : 

‘Yea,* quoth my husband, ‘fall’st upon thy face? 55 

Thou wilt fall backward when thou comest to age ; 

Wilt thou not, Jule?’ it stinted, and said ‘Ay.* 

yul. And stint thou too, I pray thee, nurse, say I, 

Nunc, Peace, I have done. God mark thee to his grace I 
Thou wast the prettiest babe that e’er I nursed : 60 

An I might live to see th^^e married once, 

I have my wish. 


46. an'\ Pope, and QqFf. 

should'] shall QqFiFg- 
50-57. As verse first by Capell. Prose, 
Sta. Ktly. 

52. upon] on Qg. 

Us] it QqFjFjj, Cambr. Ktly. 

54. perilous] patulous Capell. Sta. 


parlous Var. Knt. Sing. Dyce, Ktly. 

58. stint thou] stent thee F^. stint 
thee F^, Rowe, &c. 

thee^ the F^,. 

59-62. Verse first, Pope. Prose, Ktly. 

59. to] too 

61. An] Pope, and QqFf. 


48. stinted] Steev. It stopped, it forcbore from weeping. So North, in his 
**Plutarchp speaking of the wound which Antony received, says : “ for the blood 
stinted a little when he was laid.” In “ Cynthia’s Revels,” by Ben Jonson ; **Stint 
thy babbling tongue.” In ** What You Will,” by Marston, 1607 ; ** Pish ! for shame, 
stint thy idle chat.” Spenser uses this word frequently in his Fairy Queen. [Sing^. 
Coll, Verp, Iluds, Sta, 

Sing. Baret translates ‘ Lachrymas supprimere, to stinte weeping,* and ‘ to stinti 
talke,* by ‘ sermones restinguere.’ 

Knt. Thus Gascoigne : “ Then stinted she as if her song were done.** To stint 
is used in an active signification for to stop. Thus in those fine lines in Titus An- 
dronicus, which it is difficult to believe any other than Sh. wrote : 

** The eagle suffers little birds to sing, 

And is not careful what they mean thereby, 

Knowing that with the shadow of his wing 
He can at pleasure stint their melody.’* 

Halliwell. ** I stynt, I cesse, je cesse; let him go to it, I praye God he never 
stynt.** Palsgrave, 1530. 

54. perilous] Knt Parlous is a corruption of the word perilous. 
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La. Cap. Marry, that ' marry’ is the very theme 
I came to talk of. Tell me, daughter Juliet, 

How stands your disposition to be married ? 65 

Jul. It is an honour that I dream not of 
Nurse. An honour ! were not I thine only nurse, 

I would say thou hadst suck’d wisdom from thy teat. 

La. Cap. Well, think of marriage now; younger than you 
Here in Verona, ladies of esteem, 70 

Are made already mothers. By my count, 

I was your mother much upon these years 
That you are now a maid. Thus then in brief; 

The valiant Paris seeks you for his love. 

Nurse. A man, young lady I lady, such a man 75 

As all the world — Why, he’s a man of wax. 


63. Marry, that ^marry’'\ And that 
rame marria^^e Pope, &c. from (Qj). 

65. disyosition'\ dispositions Qq. 

66. It /.j] ’ Tis Rowe. 

66, 67. honoH?''] PojDe, from (Q,). 
houre QqPjFg. hour PjP^, Rowe, Ca- 
pell. 

67, 68 , As verse first by Pope. 

67. thino] om. Q^Q^. 


68. / wotdd say"] I would say th^U 

F^F^. Pd say Pope, &c. Capcll, Har, 
Camp. Sing. Knt. Corn. Haz. Sta. Dyce, 
(ed. 2), Klly. 

'ivisdo 7 }f\ thy wisdotne Q^Qg* 'wiS' 
dom Allen conj. MS. 

71. mothers. Py] mothers by Qq. 

72. your'\ a Knt. 

75, 76. Verse first. Pope. Prose, Ktly, 


72. these years] .Sta. In the old poem Juliet’s age is set down at sixteen ; in 
Paynter’s novel at eighteen. As Sh. makes his heroine only fourteen, if the words 
your mother,” which is the reading of the old editions, be correct, Lady Capulet 
would be eight and twenty ; while her husband, having done masking some thirty 
years, must be at least threescore. Knight veils the disparity, and perhaps improves 
the passage, but we believe without authority. 

76. a man of wax] Steev. So, in Wily Beguiled: “Why, he’s a man as one 
should picture him in waxP Iluds. Dyce, Hal, 

S. Weston. Well made, as if he had been modeled in wax. \^IIaz. White.'\ As 
Steevens by a happy quotation has explained it. “ When you, Lydia, praise the 
waxen arms of Telephus” (says Horace) ( Waxen, well-shaped, fine-turned), &c. 
IStn^. JJuds. Dyce, Clarke. '\ Bentley changes cerea into lactea, little understanding 
that the praise was given to the shape, not to the colour. \^IIal. 

Sing. [Quotes Ilor. Od. I, xiii, 2, as above, and adds] : Which Dacier explains: 
* Des bras faits au tour, comme nous disons d’un bras rond, qu’il est comme de circ.* 
White. So in Euphues and his England : “You make either your lover ... so 
exquisite that for sh.ape he must be framed in wax,” 1597, Sig. X 3; and see in 
III, iii, 126, of this play. But the expression is not out of use in this country; and 
1 have been so accustomed to hear *my lad of wax* addressed as a phrase of jocu- 
lar encouragement and approbation to a boy, that, had I not noticed the British 
editors’ explanation of the phrase, I should not have thought that it needed one. 
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La. Cap. Verona's summer hath not such a flower. 
Nurse. Nay, he's a flower ; in faith, a very flower. 

La. Cap. What say you ? can you lov'^ the gentleman ? 


Dyce. In some of the provinces, a mait of wax i.iej^^is now-a-days “ r smart, 
cleverish fellow;’* vide Moor’s Suffolk Words and The Dialec. of Craven; but 
assuredly Sh. does not employ the expression in that sense. [In a note on a sea of 
70 IX [T. of A., I, i, 50], Dyce has the followingl : Dr. Ingleby has put forth a 
brochure : The Still Lion, &c., Being part of the Shakespeare-jahrbnch, ii, wherein 
he gives, with astonishing confidence, entirely new glosses of “ a sea <f zoax” and 
“ a man of wax^' — his attempt to show that Sh. employs a substantive wax'' in 
the sense of “ expandedness or growth” vying in absurdity with any of the misinter* 
pretations that ignorance and conceit have ever tried to force upon the great dram- 
atist. [Dr. Ingleby says] : ‘“A man of wax” is a man of full growth. Of Falstaff 
[2 lien. IV: I, ii, 149] it would mean a man of amj.le dimensions; of Romeo it 
means a man of puberty, “ a proj^er man.” ’ It seems inconceivable that Dr. Ingleby 
should have so grossly misunderstood these words in Romeo and Juliet. 

I add a jDassage which is decisive as to the true meaning of “ a man of wax 

sweet face, an exceeding daintie hand; 

A body, it framed 0/ wax 

By all the cunmn,!; artists of the world. 

It could not better be proportioned." — Faire Em., &c., sig. B. ed. 1631. 

79. What say you] [This speech Pope pronounces “ ridiculous,” and Steev. 
“stuff.” Sing, repeated Steevens’s epithet in (ed. i), but recalled it in (ed. 2)]. 

Knight. This passage furnishes a very remarkable example of the correctness of 
the principle laid down in Whitcr’s very able ti act : “An Attempt to explain and 
illustrate various Passages of Sh. on a new Principle of Criticism, derived from 
Locke’s Doctrine of the Association of Ideas,” wherein the leading doctrine, as ap- 
plied to Sh., is, that the exceeding warmth of his imagination often supplied him, 
by the power of association, with words, and with ideas, suggested to the mind by a 
princijile of union unperccived by himself, and independent of the subject to which 
they are applied. We readily agree with Whiter that “ this propensity in the mind 
to associate subjects so remote in their meaning, and so heterogeneous in their 
nature, must, of necessity, sometimes deceive the ardour of the writer into whimsical 
or ridiculous combinations. As the readei, however, is not blinded by this fascinat- 
ing principle, which, while it creates the association, conceals likewise its effects, 
he is instantly impressed with the quaintness, or the absurdity, of the imagery, ana 
is inclined to charge the writer with the intention of a foolish quibble or an imperti- 
nent allusion.” It is in this spirit of a cold and literal criticism, here so well de- 
scribed, that Monck Mason pronounces upon the passage before us, — “this ridiculous 
speech is full of abstruse quibbles.” Put the principle of association, as explained 
by Whiter, at once reconciles us to the quibbles. The “volume” of young Parises 
face suggests the “ beauty’s pen,” which hath “writ” there. Then, the obscurities of 
the fair “ volume” are ^^ritten in the “ margin of his eyes,” as comments of ancient 
books are always printed in the margin. Lastly, this “book of love” lacks “a 
cover;” the “golden story” must be locked with “golden clasps.” The ingenious 
management of the vein of imagery is, at least, as remarkable as its “abstiuse 
quibbles.” 

6 
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This night you shall behold him at our feast ; 
Read o’er the volume of young Paris’ face, 
And find delight writ there with beauty’s pen ; 
Examine every married lineament, 

And see how one another lends content ; 

And what obscured in this fair volume lies 
Find written in the margent of his eyes. 


[act I, sc. ill 

8o 


8s 


83. married^ Q^. severall The rest, 
Rowe, Theob. Warb. Johns. Capell, 
Camp, Knt. Del. White. 


85. obscured'\ obscure Allen MS. 
conj. 

86. margent\ margin Var. Knt. Coll. 
Sing. Iluds. Ulr. Del. Clarke, Hal. Ktly. 


83. married lineament] Steev. Examine how nicely one feature depends 
upon another, or accords with another, in order to produce that harmony of the 
whole face which seems to be implied in the word content. In 7 'ro. and Cress, we 
have ** the married calm of states,” and in the 8th Sonnet the same allusion : 

** If the true concord of well-timed sounds, 

By unions married do offend thine ear.”— (ed. i), Huds. 

Ulr. In my opftiion, the prosaic seiteral would be decidedly preferable to the 
h)rper-poetical and far-fetched ^'married'' (esj^ecially as the thought that the features 
were in harmony is distinctly expressed in the next verse), if the whole speech of 
Lady Capulet were not so full of plays upon words and strained comj^arisons. That 
Sh. puts in the mouth of Juliet’s mother such, so called, Euphuisms is certainly not 
without a deep design. She is distinguished by the style and matter of her speech 
as a highly cultivated, but in truth an artificial, woman of the w’orld of that day, of 
considerable address, but without feeling, without heart or soul, who thinks more 
of fashionable elegance of manners, social advantage, &c., than of true inner worth, 
and is, therefore, more devoted to the world than to the care and education of hei 
daughter. 

Del. The epithet, “ married^ anticipates too forcibly the succeeding line. The 
blending together, emphasized in the succeeding verse, stands in more marked con- 
trast by the use of severaV' than by the use of married'^ 

86. margent] Steev. The comments on ancient books were always printed in 
the margin. So Horatio, in Hamlet, says : I knew you must be edified by the 
margent T &c. \_^Sing. JIaz. Iluds. 

Mal. So in the Rape of Lucrece : 

“But slie that never cop’d with stranger eyes 

Could pick no meaning fiom their parling looks. 

Nor read the subtle shining secrecies 
Writ in the glassy margent of such books.** — [Sing. Huds. Sta. 

Sta. Sh. was evidently fond of resembling the face to atiook, and having once 
arrived at this similitude, the comparison, however odd, of the eyes to the margin 
wherein of old the commentary on the text was jirinted is not altogether unnatural. 
This passage, which presents both the primary and subordinate metaphor, is the best 
example he has given of this peculiar association of ideas. 
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This precious book of love, this unbound lover, 

To beautify him, only lacks a cover : 

The fish lives in the sea ; and *tis much pride 
For fair without the fair within to hide : 

That book in many's eyes doth share the glory, 

That in gold clasps locks in the golden story 
So shall you share all that he doth possess, 

By having him making yourself no less. 

Nurse. No less ! nay, bigger : women grow by men. 

La. Cap. Speak briefly, can you like of Paris' love ? 

Jul. I’ll look to like, if looking liking move : 

But no more deep will I endart mine eye 
Than your consent gives strength to make it fly. 

89. :ed\ shell Rann. (Mason conj). 95. bigger : women\ Ff. bigger wo- 

90. fair within] faire, within men Qq, Coll. (ed. 2). 

Camp. 98. endart] ingage Pope from (Q,). 

91. marys] many Q^. 99. it] om. Q3Q3FJ. 


88. cover] M. Mason. This ridiculous speech is full of abstruse quibbles. The 
unbound lover is a quibble on the binding of a booky and the binding in marriage; 
and the word cover is a quibble on the law phrase for a married woman, who is 
ftyled a feme covert in law-French. \Jiing. and JIuds. (omit “ ridiculous.”) 

89. the sea] Steev, That is, is not yet caught. Fish-skin covers to [“devo- 
tional,” Sing. (ed. 2)] books were not uncommon. Such is Farmer’s explanation. 

Coll. Ilaz. Verp. Dyce (ed. 2). 

The poet m.iy mean nothing more than that those books are most esteemed by the 
world whose valuable contents are embellished by as valuable binding. 

(ed. I). 

M. Mason. The purport of the remainder of this speech is to show the advantage 
of having a handsome person to cover a virtuous mind. It is evident, therefore, 
that instead of “ the fish lives in the seaf we should read “ in the shelll^ For the 
sea cannot be said to be a beautiful cover to a fish, though a shell may. 

(ed. i), Ilnds. Sta. Dyce (ed. 2). 

Huds. It does not well appear what this meaning of Farmer’s can have to do 
with the context. The sense apparently required is, that the fish is hidden within 
the sea, as a thing of beauty within a beautiful thing. 

Clarke. The speaker means to say, the fish is not yet cacftght which is to supply 
this “ cover,” or ‘ coverture.’ The bride who is to be bound in marriage with Paris 
has not yet been won. 

Cham. The whole of the speech seems to merit the epithet applied to it by Pope 
— ridiculous. * 

92. the golden story] M. Mason. I believe no particular legend is meant, but 
any valuable writing. \_Dyce (ed. 2). 

98. endart] Del. A word nowhere else used by Sh., and perhaps invented by 
him in this place. 


90 

95 

99 
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[ACT I, sc. iv. 


Enter a Servingman. 

Sem, Madam, the guests are come, supper served up, you 
called, my young lady asked for, the nurse cursed in the pantry, 
and every thing in extremity. I must hence to wait ; I beseech 
you, follow straight. 

^ La, Cap, We follow thee. \Exit Sewbigman^ — Juliet, the 
County stays. 

Nurse. Go, girl, seek happy nights to happy days. \Exetint 


Scene IV. A sbret. 

Enter Romeo, Mercutio, Benvolio, with five or six Maskers, Torch-bearers, 

and others. 


Rom. What, shall this speech be spoke for our excuse ? 
Or shall we on without apology? 


104. straight'] om. Pope, Han. 

[Exit Servingman.] Exit. Ff, 
after line 103. om. Qq. 

Scene iv.] Steev. Scene v. Pope. 
Act II. Scene i. Caj)ell. 

A street.] Capell. A street be- 
fore Capulet’s house. Thcob. 


Maskers,] Maskers, and Sta. Cambr. 
and others.] Steev. ...and drums. 
Thcob. om. Ulr. Sta. Cambr. 

I. Rom.] Ben. Capell. conj. 

JV/iat,....this] What.,„the Ed. 

conj. 


loi. nurse cursed] Del. Because she is not at hand to help. 

Enter Mercutio] Coleridge. {Lit. /vVw., vol. ii, p. 153, cd. 1836.) Oh! hov^ 
shall I describe that exquisite ebullience and overflow of youthful life, wafted on 
over the laughing waves of pleasure and prosperity, as a wanton beauty distorts the 
face on which she knows her lover is gazing emaplured, and wrinkles her forehead 
In the triumph of its smoothness ! Wit ever wakeful, fancy busy and procreative as 
an insect, courage; an easy mind that, without cares of its own, is at once disposed 
to laugh away those of others, and yet to be interested in them, — these and all con^ 
genial qualities melting into the common of them all, the man of rank and 

the gentleman, with all its excellences and all its weaknesses, constitute the charac- 
ter of Mercutio ! [ "Verp. Iluds, Sta. 

Steev. ‘ An other gentleman called Mercutio, which was a courtlyke gentleman, 
very well be loved of all men, and by reason of his pleasaunt and curteous behavior 
was in every company wel intertayned.' Painter^ s Palace of Pleasure, 

Malone, He is thus described in the poem which Sh. followed : 

4 

* At thone side of lier chayre her lover Romeo, 

And on the other syde there sat one cald Mercutio , 

A courtier that eche where was highly liad in pryce, 

For he was coortious of his speche and pleasant of devise. 

Even as a lyon would eraong the lambes be bolde, 

Such was emong the bashfull maydes Mercutio to beholde. 
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Ben. The date is out of such prolixity. 

We’ll have no Cupid hoodwink’d with a scarf, 

Bearing a Tartar’s painted bow of lath, 5 

Scaring the ladies like a crow-keeper ; 

3. Ben.] Mer. Capell. conj. C. croiv-keeper\ cow-keeper Pope,,^ 

(ed. 2) (Tlieou. conj. withdrawn). 


With frendly gripe he ceasd fayre Juliets snowish hand ; 

A gyft he had that Nature gave him in his swathing band, 

That frosen mountayne yse was never halfe so cold, 

were his handes, though ncre so neer the fire he did them holde.’* 

S,Sing, Com. Verp. Huds. Sta. 

Perhaps it was this last circumstance which induced Sh. to represent Merculio as 
little sensible lo the passion of love, and “a jester at wounds he never feltT See 
Othello III, iv, 39. 

and others] Coll. (ed. 2). One of the “others’* was furnished with a drum, as 
we learn from the (MS.). This is material, according to the last words of Benvolio 
in this scene. 

3. such prolixity] Warburton. That is, masks are now out of fashion. That 
Sh. was an enemy to these fool^des, appears from his writing none; and that his 
plays discredited them is more than probable. [Hal. 

Steev. The diversion going forward at present is not a masque but a masquerade. 
In Henry VIII, when the king introduces himself to the entertainment given by 
Wolsey, he appears, like Romeo and his companions, in a 7 nask^ and sends a mes- 
senger before to make an apology for his intrusion. J'his was a custom observed by 
those who came uninvited, with a desire to conceal themselves for the sake of 
intiigue, or to enjoy the greater freedom of conversation. Their entry on these 
occasions was always prefaced by some speech in praise of the beauty of the ladies 
or the generosity of the entertainer; and to the prolixity of such introductions allu- 
sion is here made. So in Histriomastix, 1610, a man wonders that the maskers come 
in “so blunt, without device Of the same kind of masquerading see a specimen 
in Timon I, ii, where Cupid precedes a troop of ladies with a speech. Huds. 

Sta. (subs.) Hal. 

Percy. Sh. has written a masque in Act IV of The Tempest. It would have 
been difficult for Warburton to prove they v/ere discontinued during any period of 
Sh.’s life. [Hal. 

Coll. (ed. 2 ), Sh. ridicules a formal prolix introduction, such as that in Love’s 
L.L. V, ii, 158. 

5. bow of lath] Douce. The Tartarian bows, as well as most of those used by 
the Asiatic nations, resembled in their form the old Roman or Cupid’s bow, such as we 
see on medals and bas-reliefs. Sh. used the epithet to distinguish it from the Eng- 
lish bow, whose shape is the segment of a circle. [Sing. Knt. Verp. Huds. Hal, 

6. crow-keeper] Steev. [Note on Lear I V, vi, 8S] . So in the 48th Idea of 

Drayton ; * 

** And when corn’s sown, or grown into the ear, 

Practise thy quiver and turn crow-keeper.'^ {Nares^ Sing. 

Nares. At present, in all the midland counties, a boy set to drive the birds away 
is said to keep birds. Hence a stuffed figure, now called more properly a scare-- 
croWf was also called a crow-keeper. In this passage a scarecrow is clearly meant. 

5 * 
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, [act I, sc. iv. 


Nor no v;ithout-book prologue, faintly spoke 
After the prompter, for our entrance ; 

But, let them measure us by what they will. 

We’ll measure them a measure, and be gone. lO 

7, 8. Nor no...enirance /] Pope from 8. fori ^fore Han. 

(Q,). Om. QqFf, Rowe, Capell. ef2tra?tce] enlerance Pope, Han. 

7. A^or uo] Nor a Pope, &c. Ktly. 


Knt. The ** crow-keeper” who scares the ladies had also a bow : he is the shuffle 
or mavvkin — the scarecrow of rags and straw, with an arrow in his hand. [ Verp, 

Dyce. See Forby’s V^ocab. of East Afiglia, 

White. A living functionary, for whom the scarecrow of this country is a luxuri- 
ously-clad substitute. 

7. without-book prologue] Knt. Supposed by Warton to allude to the boy- 
actors so fully alluded to in Hamlet. [ Verp. 

Ulr. I should not admit into the text these two lines, found only in (Q,), and 
stricken out afterwards, probably by Sh. himself, were not the printing of the later 
eds. so very careless that a couple of lines might easily have fallen out, and did they 
not at the same time refer to a custom which certainly excited Sh.’s displeasure, and 
consequently might have induced him to intercalate these two verses. . . . “ Without- 
hook prologue” is doubtless to be taken as one word, and it signifies a prologue not 
in the book — that is, not composed by the poet, but added probably by the manager 
or some writer for the theatre, and consequently was in bad verses and spoken after 
the prompt :;r in a weak, mechanical way. That it was not at all unusual for pro- 
logues and epilogues to be prepared by others than the authors is evident from 
several passages in Hcnslow’s Diary (edited by J. P. Collier, Lond. 1845, p. 228, 
229). For this same reason I believe that the prologue to our tragedy also was not 
composed by Sh. 

White. These two lines seem to have been purposely omitted after (Q^),but only 
on account of their disparagement of the prologue speakers on the stage; and they 
may therefore projierly be restored to the text. 

Del. [doubts the propriety of restoring them]. 

8. entrance] Mal. Here used as a trisyllable. [Sta. Del. (as in Macb. I, v, 
40), W/iife. 

10. measure] Knt. This w'as the courtly dance of the days of Elizabeth, not 
so solemn as the pavan — the “ doleful pavan,” as Davenant calls it, — in which princes 
in their mantles and lawyers in their long robes, and courtly dames with enormous 
trains, swept the rushes like the tails of peacocks. From this circumstance came its 
name, the jiavan — the dance of the peacock. For a description of the “ measure,” 
see “ Much Ado,” H, i, 72. \^IIal. 

Sta. a measure seems originally to have meant any dance the motions of which 
kept due time to music ; “ And dancing is a moving all in measure,^' {Orchestray by 
Sir John Davies, 1622.) In time, however, it obtained a mo«e precise signification, 
and was used to denote a movement slow, stately, and sweeping, like the modern 
minuet, which appears to be its legitimate successor. 

The measures y Keed tells us, ‘ were performed at court, and at public entertain- 
ments of the societies of Law and Equity at their halls, on particular occasions. It 
was not deemed inconsistent with propriety, even for the gravest persons to join in 
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Rom. Give me a torch ; I am not for this ambling ; 

Being but heavy, I will bear the light. 

them ; and accordingly at the revels which were celebrated at the Inns of Court, it 
has not been unusual for the first characters in the lav, to become perfor.ners in 
treading the measures.^ In ‘ Riche his Farev'ell to Militarie Profession,’ Lond. 
1581, there is a description of the Measure and other popula • dances of the period too 
amusing to be omitted : * Firste for dauncyng, although I like the measures verie 
well, yet I could never treade them aright, nor to use measure in any thyng that I 
went aboute, although I desired to performe all thynges by line and by leavell, what 
so ever I tooke in hande. Our galUardes are so curious, that thei are not for my 
daunsyng, for thei are so full of trickes and tourncs, that he which hath no more 
but the plaine sinquepace is no better acc(jumpted of then a verie bongler; and for 
my part thei might assone teache me to make a capriccrnus, as a capre in the right 
kinde that it should bee. For a jeigge my heelcs are tco heavie ; and these braulcs 
are so busie, that I love not to beate my braines about them. A rotinde is too giddie 
a daunce for my diet ; for let the daunccrs runne about with as much speede as thei 
maie, yet are thei never a whit the nier to the ende of their course, iinlesse with 
often tourning thei hap to catch a fall ; and so thei ende the daunce with shame, that 
was begonne but in sporte. These hornepipes I have hated from my verie youth; 
and I knowe there are many othei that love them as well as I. Thus you may per- 
ceive that there is no daunce but either I like not of theim, or thei like not of me, 
so that I can daunce neither.* 

Dyce (ed. 2). See Dugdale’s Origines Judiciales. Sir John Davies in his poem 
called Orchestra^ 1622, describes them in this manner: 

* But after these, as men more civil grew, 

He f/. e. Love] did more gyave and solemn measures frame ; 

With such fair order and proportion true, 

And correspondence every way the same, 

That no fault-finding eye did ever blame. 

For every eye w.is mov^d at the sight. 

With sober wond'ring and with sweet delight. 

* Not those young students of the heavenly book. 

Atlas the great, Prometheus the wise. 

Which on the stars did all their life-time look, 

Could ever find such measure in the skies. 

So full of change and rare varieties ; 

Yet all the feet whereon these measures 
Are only spondees, solemn, ^rave, and slow* 

II. a torch] Steev. See Westward Hoe, by Decker and Webster, 1607 : * He is 
just like a torch^bearer to maskers : he wears good cloaths, and is ranked in good 
company, but he doth nothing.’ \^Corn. Coll, Ferp. Sta, Dyce.'\ A torch-bearer 
seems to have been a constant appendage on every troop of masks. \_Sing. JIaz, 
Huds. Sta.'] Before the invention of chandeliers, all rooms of state were illumi- 
nated by flambeaux, which attendants held upright in their hands. This service 
was no degrading office. Queen Elizabeth’s Gentlemen-Pcnsioners attended her to 
Cambridge, and held torches while a play was acted before her in the Chapel of 
King’s College, on a Sunday evening. \_Sing, Knt. Com, Huds, Sta, Hal, 

Mal. King Henry VIII, when he went masked to Wolsey’s palace (now Wliite- 
hall), had sixteen torch-bearers. \Corn. 
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Mck Nay, gentle Romeo, we must have you dance. 

Rom. Not I, believe me. You have dancing shoes 
With nimble soles ; I have a soul of lead IS 

So stakes me to the ground, I cannot move. 

Mcr. You are a lover; borrow Cupid's wings, 

And soar with them above a common bound. 

Rom. I am too sore enpierced with his shaft 
To soar with his light feathers, and, so bound, 20 

I cannot bound a pitch above dull woe. 

Under love’s heavy burthen do I sink. 


13. Mer.] Ben. Capell conj. 

It;. sotiH soule Qq. soale F,. sole 
F^F^F^, Rowe. 

19. ev pierced'] enpearced QqFj, 
Theob. Warh. Johns. Capell. impearced 


F^F^. impierced F^, Rowe, empierced 
S. Walker conj. 

20. so boundi] to bound: F^F^, Rowe, 
Knt. (ed. i), Del, to bond: F^F^. so 
bound. Qg, 


Dduce. Froissart, describing a dinner on Cliristmas-day in the castle of Gaston, 
Eail of Foix, in 1388, says: * At mydnyght when he came out of his chambre into 
the halle to supper, he had ever before hym tiuelve torches brennyng, borne by twelve 
varieties standyng before his table all supper.^ [A«A] In Rankin’s Mirrour of 
monsters^ 1587,410, is the following passage: ‘This viaske thus ended, wyth vis- 
aidcs accordingly appointed, there were certain petty fellows ready, as the custome 
is, in viaskes to carry torches y See,* In the ITciss kunigy a collection of wood 
engravings representing the actions of Max. the First, there is a very curious ex- 
hibition of a masque, in which the performers appear with visards, and one of them 
liolds a torch. There is another print on the same subject by Albert Durer. 

Dycp'.. It would seem that no masque (at least if performed by night) was com- 
plete without torch-bearers. 

15. soul] Del. See Jul. Ca.'s. I, i, 15. 

19. enpierced] S. Wai.ker {^Critl vol. iii, p, 223). This is merely an erratum 
of the folio (and I suppose also of the other old copies) for empierced. Drayton, 

Moses, B. i, ed. 1630, p. 139 : ‘ those secret and impiercing flames.’ Spenser, 

Colin Clout, 1 . 430 : ‘ that Muse of his That can empicrcc a prince’s mighty heart* 
Thus, in the Hamlet of 1603, C, p. 2, ‘ My necessaries are inbar kt I 

Dyce (ed. 2). Walker treats this as an erratum. Why? 

20. so bound] Del. [Zoxicon, p. 164]. The Folio rightly connects the infinitives 
to soar and to boundy as a quibbling repetition of the verse : And soar above them 
with a common bound. Bound as a participle of bind cannot be related to anything 
preceding; Romeo has merely said that he was wounded by Cupid’s arrow, and by 
such a wound he cannot, in any sense, be said to be bound. 

21. bound] Steev. Let Milton’s example, on this occasion, keep Sh. in coun» 
tenance ; 

*— in contempt 

At one slight hound high over-leap’d all bound 

Of hill,’ &C. — Paradise Losty book iv, 1. x8o. \Sinr. Huds. 
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Mcr, And, to sink in it, should you burthen love ; 

Too great oppression for a tender thing. 

Rqm, Is love a tender thing ? it is too rough, 25 

Too rude, too boisterous, and it pricks like thorn. 

Mcr. If love be rough with you, be rough with love ; 

Prick love for pricking, and you beat love down. 

Give me a case to put my visage in : [Putting on u mask, 

A visor for a visor ! what care I 30 

What curious eye doth quote deformities ? 

Here are the beetle-brows shall blush for me. 

Ben. Come, knock and enter, and no sooner in 
But every man betake him to his legs. 

Ro 7 n. A torch for me: let wantons light of heart 35 

Tickle the senseless rushes with their heels ; 


23. Mcr.] Mcrcu. Q^. Horatio. 

Qy Ilora, IT. 

should fou] you should Capcll 

conj. 

love:'\ love? Steev. 1773 (Heath 

conj.). 

26. aud] om. F^F^, Rowe. 

28. hi'tU love'\ love beat Rowe. 

29. in .*] in ? Theob. Warb, John<5. 


Putting.. .mask] Johns. Pulling 
off his mask. Theob. taking one from 
an Att. Capcll. om. QqFf, Dyce (ed. i), 
Cambr. 

30. visorl] visor! [throwing it away. 
Capell. 

31. quote'] coafe cote 

34. betake] betakes Q^. 


31. quote] Steev. That is, to observe. So in Hamlet, II, i, 1 12. \Sing. Knt, 
Iluds. White. 

35. wantons] Steev. Middleton has borrowed this thought in his Blurt Master- 
Constable, 1602: 

* — — bid him, who.se heart no sorrow feels, 

Tickle the rushes with his wanton heels, 

I have too much lead at mine.’ \Sing. 

36. rushes] Steev. It was the custom to strew rooms wit'n rushes, before carpets 
were in use. See i Hen. IV ; III, i. [Sing. Coll. Haz. Verp. JIuds. Cham.] So 
Heiitzner, in his Itinerary, speaking of Queen Elizabeth’s presence-chamber at 
(rreenwich, says: <The floor, after the English fashion, was strev/ed with hay^ 
meaning rushes. [Knt,] So in The Dumb Knight, 1633 ; * Tliou dancest on my 
heart, lascivious queen. Even as upon these rushes which thou treadest.* The stage 

was anciently strewn with rushes. In Decker’s Gul’s Hornbook, 1609: ‘ on 

the very rushes when the comedy is to daunce.* [Sing. J/uds. Sta. Ilal, 

Mal. Sli., it has been observed, gives the manners and customs of his own time 
to all ages and countries. It is certainly true, but let it always be remembered that 
his contemporaries off|nded against propriety in the same manner. Thus, Marlowe, 
in his Hero and Leander ; * She, fearing on the rushes to be flung, Slriv’d with re- 
doubled strength.* [Sing. Hal. 

Knt. The impurities which gathered on the floor were easily removed with the 
rushes. But the custom of strewing rushes, although very general in England, was 
not peculiar to it. Brown {^Auto-Hographical Roems,* p. 108) says ; * An objection 




58 


ROMEO AND JULIET. 


[ACT I, SC IV. 


For I am proverb’d with a grandsire phrase ; 
ril be a candle-holder, and look on. 

The game was ne’er so fair, and I am done. 

Mck Tut, dun’s the mouse, the constable’s own word : 40 

If thou art Dun, we’ll draw thee from the mire 

38. candle-holder\ candle-lighter 39. done"] dum Q^. dun 
Rowe. 41. mire'\ viire, Ff. 


has been made imputing an error in Grumio’s question, Are the rushes strived 
but the custom of strewing rushes in England belonged also to Italy. This may be 
seen in old authors, and their very word giuncare, now out of use, is a proof of it.* 

37. grandsire phrase] Steev. The proverb which Romeo means, is contained 

in the line immediately following. To hold the candle is a very common proverbial 
expression for being an idle spectator. Among Ray’s proverbs is, ‘A good candle^ 
holder proves a good gamester.* lluds, 

38. a candle-holder] White. A common name for a mere looker-on. Its 
origin is obvious, and we have a relic of it in the phrase used to express the infe- 
riority of one person to another ; * he can’t hold a candle to him,’ i. e., he is not 
worthy even to give him light as he works. 

39. ne’er so fair] Ritson. An allusion to an old proverbial snying, which ad- 
vises to give over when the game is at the fairest. I/uds. Sta, 

Sta. We doubt if this is the true meaning of Romeo’s grandsirc-phrase.” 

40. dun’s the mouse] Mal. I know not why, this phrase seems to have meant 
Peace; be still ! and hence it maybe said to be the ‘constable’s own word’ while 
apprehending an offender and afraid of alarming him by any noise. ICorn."] So, 
in Patient Grissel, 1603: ‘What, Babulo! say you. Heere, master, say I, and 
then this eye opens ; yet don is the mouse, I.IE still. What, Babulo ! says Grissel. 
Anone, say I, and then this eye lookes up; yet doune I snug againe.* [6Yw^. Coll, 
Sta, Hal. 

Steev. In The Two Merry Milkmaids, 1620: ‘Why then ’tis done, and dun's the 
mouse and undone all the courtiers.* JIuds. JIal.'] It is used again in West- 

ward Hoc, by Decker and Webster, 1607. \^Sta.~\ ‘ The cat is grey,’ a cant phrase, 
somewhat similar, occurs in King Lear. [A'wA] It is found among Ray’s Proverbial 
Similes [‘p. 221’ Nares, ‘ ed. 1768’ Dyce.] [^Sfa. 

Narks. A proverbial saying of rather vague signification, alluding to the color of 
the mouse, but frequently employed with no other intent than that of quibbling on 
the word done. Why it is attributed to a constable 1 know not. [Sing. I/uds. Dyce, 

Coll. It is also used as if ‘ dun’ were to be understood dumb. [Cham. 

Sta. White, Dyce [substantially] ; No satisfactory explanation of this phrase 
has yet been given. 

41. thou art Dun] Douce. We find this phrase in the Manciple’s prologue of 
Chaucer : 

* Ther gan our hoste to jape and to play. 

And sayde ; sires, what? Dun is in the mireT 

There is an equivalent phrase, Nothing is bolder than blynde Bayard which falleth 
oft in the mire, 

Gifford (*jonson's Works,' * A Masque at Christmas,* vol. vii, p. 282). Dun is 
in the mire is a Christmas gambol, at which I have often played. A log of wood 
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Of this sir-reverence love, wherein thou stick’st 
Up to the ears. Come, we burn daylight, ho. 


42. Of this sir-reverence love'\ Dyce 
(ed. 2). Or save you reverence love Qq. 
Or save your reverence love F^F^F^. 
save your reverence^ love F^, Rowe, &c. 
Capell, Ulr, O! save your reverence, 
lave Jchns. conj. Of this {save rev- 
erence) love Mai. Var. Del. Clarke. Of 
this reverence, Knt. save-rever- 


ence Coll. IT ads. Hal, Ktly. surrever- 
ence Sing. (cd. 2). sir-reiferenre Love 
White. {Jr- reverence) Dyce (ed. i). 
sir- ’everence, S. Wa.ker conj.] love. 
Or {save your 'everence) lo7>e Sia. 

stich^t} Capell. sticLst The 

rest. 

43. the'\ thine Theob.Warh. Johns. 


is brought into the midst of the room : this is Dun (the cart-horse), and a cry is 
raised that he is stuck in the mire. Two of the company advance, either with or 
without ropes, to draw him out. After repeated attempts, they find themselves 
unable to do it, and call for more assistance. The game continues till all the com- 
pany take part in it, when Dun is extricated of course ; and the merriment arises 
from the awkward and affected efforts of the rustics to lift the log, and from sundry 
arch contrivances to let the ends of it fall on one another’s toes. This will not be 
thought a very exquisite amusement ; and yet I have seen much honest mirth at it. 
\_Boswell, Sing. Knt. Corn, Coll. Verp. Huds. Sta. Dyce, Jlal. Cham. 

Holt White. Dun out of tL mire was the name of a tune, and to this sense 
Merciuio may allude when Romeo declines dancing. Taylor in A Navy of Land 
Ships, says : * Nimble-heeled mariners . . . capring ... to the tune of Dusty my 
Deare, Dirty come Thou to Me, Dun out of the mire, or I Wayle in Woe and 
Plunge in Paine.’ \_Coll. 

Halltwell. ‘ I see I’m born still to draw dun out a’ ///’ riir* for you ; that wise 
beast will 1 he.’ — WeJward Hoe, 1607. 

* When we expect they should serve another apprenticeship to the smle to maintain 
the war, they meant to leave reformation, like Dun in the mirel — Butler's Remains. 

42. sir-reverence] Nares. A kind of apologetical apostrophe when anything 
was said that might be thought filthy or indecent; salva revercntid. It was con- 
tracted into sa' reverence, and thence corrupted into sir or sur-revererce. This word 
was considered as a sufficient apology for anything indecorous. 

Knt. Merculio says he will draw Romeo f’-oin the ‘mire of this love,’ and uses 
parenthetically the onbnary form of apology for speaking so profanely of love. 
Gifford has given us a quotation from an old tract on the origin of tobacco which is 
exactly in point ; ‘ The time hath been, when, if we did speak of this loathsome 
stuff, tobacco, we used to put a “ Sir reverence” before, but we forget our good 
manners.’ Elsewhere Gifford says : ‘ There is much filthy stuff on this simple inter- 
jection, of which neither Steevens nor Malont appears to have known the import.* 
(Ben Jonson’s Vvorks, vol. vi, p. 149; vol. vii, p. 337.) 

White [N’ote on Com. of Err, III, ii, 93]. Dromio makes use of the dirtiest 
possible comparison : ‘ for he hath wares that are not worth a save reverence — nam 
merces habet quee non ny.rdd valent.' Janua Linguarum, 1640, Sig. B 3. And see 
Grose’s V^ulgar 7'ongue. 

Dyce. In this passage the word is used nearly in the sense which it still retains 
among the vulgar, 

43. burn daylight] Steev. A proverbial expression used when candles a-t 
lighted in the daytime. See Merry Wives, II, i, 54. {Sing. Huds. Dyce, Cham. 
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Rom, Nay, that*^ not so. 

Mer, I mean, sir, in delay 

We waste our lights in vain, like lamps by day. 4S 

Take our good meaning, for our judgement sits 
Five times in that ere once in our five wits. 

Rom, And we mean well, in going to this mask. 

But ’tis no wit to go. 

Mcr. Why, may one ask ? 


44. A'-ajq om. Q^Qg. 

sit', in dclay\ sir in delay Q,Q,. 
sir in delay, Q^Qg. sir I delay, F,. sir 
I, delay, F^,. sir I, delay. F^. Sir, I 
delay. F^. sir, we delay. Rowe. 

45. lFe...day'\ Capcll. IVe waste 
our li^^his in vaine, lights lights by day 
Qq. IVeivast onr lights in vaine, lights, 
lights, by day Ff, Rowe, Knt. We bum 
our lights by light, and lamps by day 


Theob. Warb. We waste our lights in 
vain, like lights by day Johns. Ulr. We 
waste our lights in vain, light lights by 
day Nicholson conj.* 

46. fits Rowe, Pope, Ilan. 
S. Walker conj. hits Collier (MS.) 

47. times'\ things Rowe. 

our fve'] Mai. (Wilbraham 
conj.). our fine QqFf, Ulr. 


Sing. It is applied to superfluous actions in general. 

IIuus. That is, use a candle v:hen the cun .shines. 

IIai.i.iwet.^. That is, we waste time. Lilly uses the phrase, to burn time, which 
would lead us to suppose it meant originally nothing more than destroying time: 
‘ Sblood ! we burn daylight ; they will think, anon. We are afraid to see their glit- 
tering swords !’ — First Part, Heywood's Edward IV, 

47. five wits] Ulr. Plausible as Maloneys correction appears at first sight, I 
cannot perceive in what sense Mcrcutio can say that our judgment stands five times 
in what we mean, for once in our five wits cr our sound human understanding. The 
contrary may be far more correctly maintained. * In our fine wits,* that is, in our 
cultivated, our refined understanding, which clothes everything in fine witty phrases, 
gives, on the other hand, a perfectly clear meaning. 

Hunter [A^ecU Illust. vol. ii, p. 271. On Lear III, iv]. Five wits were undoubt- 
edly the five senses. Thus in Larke*s Book of Wisdom: ‘And this knowledge de 
scendeth and cometh of the five corporal senses and wits of the persons, as the eyes, 
understanding, and hearing of the cars, smell of the nose, taste of the mouth,’ and 
more plainly in King Henry the Eighth’s Primer, 1546 : ‘ My five wits have I fondly 
misused and spent, in hearing, seeing, smelling, tasting, and also feeling, which thou 
hast given me,* &c. 

Dyck. ‘ The wits seem to have been reckoned five by analogy to the five senses, 
or the five inlets of ideas’ (Johnson) : ‘ From Stephen Hawes’s poem called Graunde 
Amoure [and La Belle Pucel~\, ch. xxiv, edit. 1554, it appears that the five wits 
were “ common wit, imagination, fantasy, estimation [i. e. judgment], and memory.** 
Wit in our author’s time was the general term for the intellectual power.’ (Mal- 
one.) But sundry passages might be adduced from early writers, who considered 
the five 7 vits to be the five senses (see, for instance, the passage from the interlude of 
The Four Elements cited by Percy on Lear III, iv, apud the Var. Sh., and Hunter’i 
Netu Illust,^. 
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Rom. I dreamt a dream to-night. 

Mer. And so did I. 50 

Rom. Well, what was yours ? 

Mcr. That dreamers often lie. 

Rom. In bed asleep, while they do dream things true. 

Mcr. O, then, I see Queen Mab Hath been with you. 

53. After this line Ktly. (Hunter conj.) inserts from (QJ : Ben. Queen Mab ! 
tuhals she ? 


53. O, then, &c.] PIunter. The exclamation of Benvolio from (Q^) ought, by 
all means, to be retained, as affording a just pretence for the long description of 
Queen Mab which follows; and which, according to the present arrangement, is ob- 
truded upon us. It is also to this question of Benvolio that the words with which 
Mercutio closes his long speech refer — ‘ This, this is she.’ 

53. Queen Mab] Ktly. Fairy Mythology^ vol. ii, p. 135). * Mab,’ says Voss, 
a German translator of Sh., ‘ is not the Fairy-tpieen, the same with Tilania, as some, 
misled by the word queeuy have thought. That word in Old English, as in Danish, 
designates the female sex.’ True, but where docs it or the Danish quinde occur in 
the sense of FraUy by which he mders it ? The origin of Mab is very uncertain. 
Is it a contraction of llabundia, who, Heywood tells us, ruled over the Fairies ? 

W. J. 1 'homs (‘ Three Notelets on Sh.y 1865). We find the Fairy Queen here in- 
vested with the attributes of the Night-mare; and that this arose from no confusion 
in Sh.’s mind is clear from the fact that Chaucer has shown us in ‘ The Wife of 
Bath’s Tale’ that such connection belonged to the Folk-lore of his times. And th« 
propriety of this connection is confirmed by an examination of the popular belief 
upon the subject as it now exists among the Continental nations. See * Deutsche 
Sagen’ of the Brothers Grimm, vol. i, p. 130. The reader will be surprised to leam 
that no earlier instance of Mab being used as the designation of the Fairy Queen 
has hitherto been discovered than in this passage, more especially since there can bo 
no doubt that it is a genuine name learned by Sh. from the Folk-lore of his own 
time. (See Brand’s Popular Antiquities, vol, iii, p. 218, ed. 1841.) 

Looking to the general character given of Dame Abundey or Ilahundey I at one 
time felt inclined to answer in the affirmative Keighlley’s question [/// supraly more 
especially since Dame Abonde might have been contracted into Dame Ab, and 
thence into Mab. Another derivation may be from Mabcly of which Mab is a com- 
mon abbreviation, and respecting which Camden says, ‘some will have it to be a 
contraction of the Italians from Mabella ; that is, my fair daughter, or maid. But, 
whereas it is written in deeds Amabilia and Mahiliay I think it cometh from Ama- 
biliSy that is, lovable or lovely.’ But further consideration has satisfied me that the 
origin of this name Mab is to be found in the Celtic. Beaufort, in his ‘Antient To- 
pography of Ireland,’ mentions Mabh as the chief of the Irish fairies. In speaking 
of the chief of the genii, he says, ‘when presiding over the forests and chief of the 
Fiodh Rhehe' (fairies corresponding with the satyrs and elves of the Greeks and 
Romans), ‘ it was denominated Mabh by the Irish, by the Greeks Dianuy and by the 
Romans Pan? 

Before meeting with these passages I had satisfied myself of the Celtic origin of 
the name of Mab, but upon different grounds ; for I saw in this designation a dis* 

6 
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She is the Fairies* midwife ; and she comes 

In shape no bigger than an agate-stone 55 


54-91. Verse by Pope, following 
(QJ, Prose in QqFf. 

54. fairies' '\ Steev. Fairies Q2Q3Q5 
Ff {Fayries Fj). FaiiHs Q^. Fancy's 


Theob. (Warb.) Han. Capell. fairy 
Warton conj. 

55. In shape no\ In shade; no Warb. 
conj. In state no Nicholson conj. 
an'\ om. 


tinct allusion to the diminutive form of the elfin sovereign. Mab^ both in Welsh and 
in the kindred dialects of Brittany, signifies a child or infant, and it would be diffi- 
cult to find an epithet that better befits Sh.’s descriptions of the dwarf-like sovereign. 

[The above is a very condensed digest of an interesting and thorough examina- 
tion of the subject, far too long for insertion here in full.] Ed. 

54. fairies* midwife] Steev. This does not mean the midwife to the fairies, but 
that she was the person among the fairies whose department it was to deliver the 
fancies of sleeping men of their dreams, those children of an idle brain. When we 
say the kuifs judges we do not mean persons who are to judge the king, but persons 
appointed by him to judge his subjects. [Sing. Verp. Iluds. Dyce, IJal. 

T. Warton. Because it was her peculiar employment to steal the new-born babe 
in the night, and to leave another in its place. It would clear the appellation to read 
the fairy midwife. [Ilaz. Verp. IVhite, Dyce. 

White. Warbiirton’s reading is very plausible and quite poetical. 

55. In shape] Nicholson {Notes and Queries^ 3d Series, vol. x, p. 163, 1866). 
Like an agate-stone in a ring! Surely a strange shape and simile for Queen Mab. 
If it be said that shape applies to Queen Mab and her surroundings, and not to her 
person only, the answers are, that she herself is the only antecedent mentioned that 
in shape is not a shape, and that if it were, it is a more than questionable use of the 
word to make it mean equipage when equipage has not been alluded to. Whence, 
also, the suggestion, ‘ on the forefinger of an alderman ?’ Read slate and all be- 
comes clear. At present the words draxmi and waggon-spokes break in and turn us 
most inartistically from Queen Mab’s person to a wholly new idea — her conveyance. 
But with state^ Mercutio’s words show, from the first, that vision of the Queen in her 
state progress which he sees already in his mind’s eye, and wliich he is about to de- 
scribe. Instead of an incongruous simile inserted betw^een ‘she comes — drawn,* 
we have ‘ she comes drawn in state by little atomies,’ where, througli the interven- 
tion of stafe^ the word drawn applies to the compound idea of herself and her con- 
veyance, and prepares us for her ‘ waggon-spokes.’ Hence, it is that in the first 
sketch, or first quarto, while there is mention of waggon-spokes, waggon-cover, traces, 
&c., nothing is said of the waggon. Afterwards, the description of the chariot was 
evidertl) given by Mercutio as if it were his, as it was Sh.’s, afterthought evolved 
out of tlie growing luxuriance of his fancy. The after-change also of ‘ in this sort’ 
to ‘ in this state she gallops,* is in favour of the previous use of the latter, for Sh. 
was fond of such repetitions, and it is one which marks the recurrence to the main 
theme after digression into details. Lastly, the comparison is to the agate-ring of 
an alderman, because it is the state of a lesser than a Lilliput magnate compared 
with that of a large-sized Brobdingnagian, the size of the essential part of the signet 
as compared with the whole pomp of a full-blown alderman clad in civic robes and 
carried in a cumbrous civic coach. 




ACT I, SC. iv.] 


ROMEO AND JULIET. 


63 


On the fore-finger of an alderman, 

Drawn with a team of little atomies 
Athwart men’s noses as they lie asleep : 

Her waggon-spokes made of long spinners’ legs ; 

The cover, of the wings of grasshoppers ; 60 

The traces, of the smallest spider’s web ; 

The collars, of the moonshine’s watery beams ; 

Her whip, of cricket’s bone ; the lash, of film ; 

Her waggoner, a small grey-coated gnat. 


57. atomies] ottamie Q^,. 

5^ AtMvart] (QJ Pope, over Qq 
Ff, Rowe, Capell, Coll. Ulr. Del. Huds. 
White, llal. 

59. made of lo7ig] are made of (Q,) 
Seymour conj. 

61. 77ie traces] (^Q^) Tope, her trace 
FgF^, Rowe. Her traces QqF,, Capell, 
Knt. Sta. Cambr. 


sfider^s] spider 

62. Th' collars] ((),) Pope. Her 
collars QqFf, Rowe, Capell, Knt. Sta. 
Cambr. 

collars] coulters F^. 

63. flm] filme Fj,F F . Philome 

QqF,. 

64. waggoner,] waggoner^s Seymour 
conj. 


P. E. Ma.sey (TV", and Q. 3d Sen vol. x, p. 216). Nicholson is, I think, certainly 
wron^. The meaning I apprehend to be : In shape no bigger than the engraved 
^gures on the agate-stone. The exquisite delicacy which ordinarily characterizes 
<uch a small cameo as is here referred to renders the comparison most appropriate. 
Nothing else in the whole range of representative art conveys so perfect an idea of 
feiry-like form. 

55 * agate-stone] Del, Sh. has also elsewhere compared diminutive persons to 
the little ligures cut in relief in agate and set in rings ; thus, in 2 K. Hen. IV : 
I, ii, 19. 

White. It appears to have been the fashion among civic dignitaries and wealthy 
citizens all over Europe to wear on the forefinger or the thuml) agate rings cut in 
cameo or intaglio. Oftenest in cameo, it would seem, from the not unfrequent com- 
parison of children and dwarfish men to ‘ agates,^ meaning, of course, the figures 
cut upon the agate. It would be a matter of some interest in the history of art to 
inquire whether these gems were antiques, cinque-cento work, or the production of 
contemporai-y artists. 

56. an alderman] Steev. We may suppose the citizens in Sh.’s time wore this 

urnament on the thumb. So Glapthorne, in Wit in a Constable, 1639 : * and 

an alderman as I may say to you, he has no more wit than the rest o^ the bench ; 
and that nes in his thumb-ringl [Sing. Ilal. ' 

57 * atomies] Steev. An obsolete substitute for atoms. There is likewise a de- 
scription of Queen Mabjs chariot in Drayton’s Nymphidia. [Sing. 

Mal. Drayton’s Nymphidia was written several years after this tragedy. [Sing, 

Mommsen. This similarity of ending in (Q,) and is assuredly no accident, but 
woves that Sh. used this as a purely foreign word, which does not end in s, 

Hali.iwell. ‘ Sith every fru-itlesse fly hath found a friend, And I cast down when 
attomies doth climbe.’ — MS, Poems, c. 1630. 
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Not half so big as a round little worm 
Prick’d from the lazy finger of a maid ; 

Her chariot is an empty hazel-nut, 

Made by the joiner squirrel or old grub, 

Time out of mind the Fairies’ coachmakers. 

And in this state she gallops night by night 70 

Through lovers’ brains, and then they dream of love ; 

On courtiers’ knees, that dream on court’sies straight ; 

O’er lawyers’ fingers, who straight dream on fees ; 

O’er ladies’ lips, who straight on kisses dream. 

Which oft the angry Mab with blisters plagues, 75 

Because their breaths with sweetmeats tainted are : 

Sometime she gallops o’er a courtier’s nose. 


66. Prick'd^ Pickt (QJ. PiePd 
Coll. (MS.) 

lazy finger\ Lazie-finger F^. 
Lazy-fuiger 

viaid'\ ((^,) Pope, man QqF^. 
woman Rowe, milkmaid Coll. 

(MS). Ulr. 

67-69. ner..,.coachinakers\ Trans- 
ferred to follow line 58, Lettsom conj. 
69. of mind'] a mind Q^. a mind 
;/////^/ Capell, Knt. Dyce, 
Sta. White, Cham. Cambr. 

72. on] O'er Han. from (Q,), Ca- 
pell, Dyce, White, Cham. Cambr. Clarke. 
72. Om. Seymour conj. 


72. courtiers'] Countries P'a^jF^, 
Rowe, counties' Tyrwhitt conj. 

court' sies] cursies QqFf. 

73. dream] dreamt F^. 

74. on] one Q^. 

76. breaths] Rowe. breath Qq 

Ff. 

77. Sometime] sometimes Q^, Knt. 
(ed. l). Corn. Cham. 

courtier's] lawyer's Pope, from 
(Qr)» Theob. Han. taylot^s Theobald 
conj. counsellor's Coll. (ed. 2) (MS.) 
Ulr. 

courtier^ s 7 iose] lawyer^s lip Sey- 
mour conj. from (Q,). 


65. worm] Nare.s [sub ^Idle M'^orms'], Worms bred from idleness. It was sup* 
posed, and the notion was probably encouraged for the sake of promoting industry, 
that when maidens were idle, worms bred in their fingers : ‘ Keep thy hands in thy 
muff and warm the idle IVorms in thy fingers' ends.’ — B. and PI., Woman Hater, 
III, i. 

66. a maid] Ulr. As this correction [Coll. MS.] is in accordance with (Q,), 
and is altogether in accordance wdth the spirit of Sh., who everywhere loves the 
most pregnant, inciHddual delineation, I have no hesitation in adopting it. 

67. Her chariot, &c.] Dyce (ed. 2). ‘ It is preposterous to speak of the parts 
of a chariot (such as the waggon-spokes and cover) before mentioning the chariot 
itself.’ — W. N. Lettsom. 

72. on courtiers] Dyce. Even without the reading of (Q^) the context ought 
to have shown Malone and other editors that ‘ On’ is quite wrong. 

76. sweetmeats] Mal. That is, kissing comfits. These artificial aids to per- 
fume the breath are mentioned in Merry Wives, V, v, 22. \^Sing. Dyce. 

77. courtier’s nose] Dyce (ed. i). The various attempts to do away with the 
rather awkward repetition of * courtier’ have proved as unhappy as they are useless. 
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And then dreams he of smelling out a suit ; 

And sometime comes she with a tithe-pig’s tail 

Tickling a parson’s nose as ’a lies asleep, 80 

Then dreams he of another benefice : 

Sometime she driveth o’er a soldier’s neck, 

And then dreams he of cutting foreign throats. 

Of breaches, ambuscadoes, Spanish blades. 

Of healths five fathom deep ; and then anon 85 


79. sometime] sometimes Rowe, &c. 
Var. Knt. (ed. l). 

a] om. Fj. 

80. a parson^ s nose] a parson Pope 
(ed. l), Han. the parson Pope (ed. 2), 
&c. 

parson's] Persons 
as 'a] that (QJ Lettsom conj. 
as a QqFj. as he Rowe, &c. as 

a' Capell, Cambr. 


81. dreams he] he dreams 

QqFf, Capell, Coll. (ed. i), Ulr. Del. 
White, Cambr. 

82. sometime] sometimes Rowe, &c. 
Knt. (ed. i), Corn. 

85. Of healths] Of delves (i. e., 
trenches), Thirlby conj. Trenches Ktly. 
conj. 

fathom] F^. fadome . QqF^Fj,. 
f adorn Fg, White. 


Coll. Notes and Emend'] It has been properly objected that this is the second 
time the poet has here introduced ‘ courtiers.^ To avoid this, Pope (from QJ, while 
shunning one defect, introduced another by a double mention of ‘ lawyers.’ The 
(MS.) decides the question by treating the second ‘courtiers’ as a misprint for a 
word which, when carelessly written, is not very dissimilar : ‘ cotmsellod s' That 
counsellors, and their interest in suits at court, shoidd thus be ridiculed, cannot be 
thought unnatural. 

White. I am inclined to think that Sh. wrote ‘ a counsellor’s nose ;’ but, although 
there is an awkward repetition in the old text, there is not sufiicient ground for a 
conjectural change. 

78. suit] Ware. A court-solicitation was called, simply, a stiit, and a process, a suit 
at law, to distinguish it from the other. (ed. l), Knt. Ilaz. Sta, Dyce (ed. 2). 

Mal. In Decker’s Cut's Ilornbooke, 1609; ‘If you be a courtier discourse of 
the obtaining of sidts.' \_Sta. 

Stzkv. This whole speech bears a close resemblance to Claudian : In Sextum 
Consulatum IJonorii Augusti Prtefatio [lines 1-12]. [Sing. 

84. Spanish blades] Johnson. A sword is called a toledo from the excellence 
of the Toletan steel. [Sing. 

85. healths five fathom deep] Mal, So in ‘ Westward Iloe,’ by Decker and 
Webster, 1607 • ‘Troth, sir, my master and Sir Goslin are guzzling; they are dab- 
bling together fathom deep. The knight has drunk so much health to the gentleman 
yonder, on his knees, that he hath almost lost the use of his legs.’ [Corn. JIal. 

Ktly. It seems almost incredible that such a glaring absurdity as this should 
have escaped a long succession of critics ; and yet I am not aware that any have 
noticed it. What is a health ? a wish, a moral idea ; and how could that be ‘ five 
fathom deep’ ? or be an object of terror to a soldier? It may be said that it is the 
enp that is meant, but of this we have no instance; and even if we had, Master 
Silence, who was a man of peace, sings : 

fi* V 
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Drums in his ear, at which he sfarts and wakes, 

And being thus frighted swears a prayer or two, 

And sleeps again. This is that very Mab 

That plats the manes of horses in the night 

And bakes the elf-locks in foul sluttish hairs, 90 

Which once untangled much misfortune bodes : 


86. ear\ eare (QjQq. eares 
^ars F^, Rowe, &c. 

90. hakes\ cakes Pope, &c. Capell, 
Har. makes Coll. (MS). 


elf-lpcks'] Elklocks Q^Q^F^. 

9 r . un tanked ] entangled F^, Johns. 
intangled F^, Rowe. ^ 

misfortune'] misfortunes Rowe. 


* Fill the Clip and let it come. 

I’ll pledge you a mile to the bottdm.* 

So, as we may see, he was not, and why should a soldier be, afraid of it ? In Ma- 
lone’s quotation from Westward Iloe, we have drinking fathom deep, and it is 
apparently drinking healths; but there is nothing about terror in it, and it seems, no 
unusual circumstance, to have arisen from the present line. In fine, something must 
have been named that was a real object of terror to a soldier; and I know no word 
so likely to have been used as trenches, which might easily have been mistaken for 
'healths.* In that case the metric accent falling on ‘ five’ would augment the terror, 

89. plats the manes] Douce. This alludes to a very singular superstition not 
yet forgotten in some parts of the country. It w'as believed that certain malignant 
spirits, whose delight was to wander in groves and pleasant places, assumed occa- 
sionally the likenesses of women clothed in white ; that in this character they some- 
times haunted stables in the night-time, carrying in their hands tapers of wax, which 
they dropped on the horses’ manes, thereby plaiting them in inextricable knots, to 
the great annoyance of the poor animals and vexation of their masters. These hags 
are mentioned in the works of William of Auvergne, bishop of Paris in the 13th 
century. There is a very uncommon old print by Hans Burgmair relating to this 
subject. A witch enters the stable with a lighted torch ; and previously to the opera- 
tion of entangling the horse’s mane, practises her enchantment on the groom, who 
is lying asleep on his back, and apparently influenced by the nightmare. The Belem- 
nites, or elf-stones, were regarded as charms against the last-mentioned disease, and 
against evil spirits of all kinds ; but the ceraunice or btetzdi, and all perforated flint 
stones, were not only used for the same puqjose, but more particularly for the pro- 
tection of horses and other cattle, by suspending them in stables, or tying them 
round the necks of the animals. [Knt. Com. Verp. Iluds. Hal. 

90. bakes] Warburton. This superstition seems to have had its rise from the 

horrid disease called the Plica Polonica. Knt. White, Dyce. 

Douce. The Plica Polonica was supposed to be the operation of wicked elves; 
whence the clotted hair was called elf-locks and elf-knots. Thus Edgar talks of 
* elfing all his hair in knots.* [^Ent.] Lodge in his Wits* Miserie, 1599, describing 
a devil whom he names Brawling- Contention, says * his haires are curld and full of 
elves locks, and nitty for want of kembing.* \^Hal. 

Nares. It is not probable that the terrible disease called Plica Polonica could 
have been alluded to, as some have supposed. 

91. bodes] Del. Since ‘which* refers to ‘elf-locks,* ‘bodes* should be in the 
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This is the hag, when maids lie on their backs, 

That presses them and learns them first tu bear, 

Making them women of good carriage : 

This is she — 

Rom. Peace, peace, Mercutio, peace ! 95 

Thou talk’st of nothing. 

Mer. True, I talk of dreams ; 

Which are the children of an idle brain. 

Begot of nothing but vain fantasy. 

Which is as thin of substance as the air. 

And more inconstant than the wind, who wooes lOO 

Even now the frozen bosom of the North, 

And, being anger’d, puffs away from thence. 

Turning his face to the dew-dropping South. 

Ben. This wind you talk of blows us from ourselves ; 

Supper is done, and we shall come too late. 105 

Rom. I fear, too early : for my mind misgives 
Some consequence, yet hanging in the stars. 

Shall bitterly begin his fearful date 

With this night’s revels, and expire the term 


95. T/iisI T/iis, this Han. Var. 
(Com). Iluds. A 7 td this Capell. 

she--'] she. Q^QgF^. shee 

Q^Qg. she that... Ktly. 

100. inconstant] unconstant QjF^ 


F^, Rowe, &c. 

103. his face] (Q^) Pope, his side 
QqFf. his tide Coll. (MS), aside Anon, 
conj.* 

107. yet] still Rowe, Pope, Han. 


plural ; but its connection with ‘once untangled,* in the sense of whose disentangle- 
ment^ has given us a singular by attraction. 

92. on their backs] Steev, So in Drayton*s Nymphiclia ; 

‘And Mab, his merry queen, by nipht 
Bestrides young folks that lie upright, 

(In elder times the mare that hight) 

Which plagues them out of measure.* 

^o in Gervase of Tilbury, Dec. I, c. 17: ‘Vidimus quosdam dremones tanto zelo 
mulieres amare, quod ad inaudita prorumpunt ludibria, et, cum ad concubitum earum 
accedunt, mira mole eas ofprimunt, nec ab aliis videntur.* [Hal, 

103. Turning his face] Coll. Notes and Emend."*] We may receive the (MS.) 
as Sh.’s language, though* may more strictly belong to water than to wind. 

Ulr. It is very possible that Collier*s (MS.) gives us the true reading. It is pre- 
cisely the unusual application to the description of wind of what properly describes 
water that betrays the hand of Sh. 

109. expire] Malone. So, in the Rape of Lucrece : ‘ An expired date, cancelPd 
cie well begun.* \Sing. 
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Of a despised life closed in my breast, IIO 

By some vile forfeit of untimely death : 

But He, that hath the steerage of my course, 

Direct my sail ! On, lusty gentlemen. 

Ben. Strike, drum. \Exeunt. 


Scene V. A hall in CapuleTs house. 

Musicians waiting. Enter Servingmen, with napkins. 

First Sci'v. Where’s Potpan, that he helps not to take away I 
he shift a trencher I he scrape a trencher ! 

no. breast'] breath Coll. (MS). Scene v.] Steev. Scene vi. Han. 

1 12. steerage] stirrage Pope continues the scene. Act II. 

Fg. Scene ii. Capell. 

112,113. course... sail] fate...coiirse A hall...] Tbeob. 

Capell conj. Musicians waiting.] Capell. 

1 13. Direct] Directs (QJ Bos. Enter....] They march about the 

1 13. sail] (Q,) Steev. QqFf, Stage, and Servingmen come forth with 
Rowe, &c. Capell. fate Anon, conj.* Napkins. Enter Romeo. Qq. They 

1 14. [Exeunt.] Drum. Exeunt. Ca- march.. ..their napkins. Enter Servant, 
pell. They march about the Stage, and Ff. 

Exeunt. Tlieob. om. QqFf. 1,2. Prose, Pope. Two lines, QqFf. 

Steev ENS. Again, in Hubbard’s Tale: ‘Now, whereas time flying with wings 
swift Ejipired had the term' &c. [* 5 '/;/^,''. 

Hudson. So in Daniel’s Complaint of Rosamond : 

‘Thou nuist not think thy flow’r can always flourish, 

And that thy beauty will be still admir’d ; 

But that those rays which all those flames do nourish, 

Cancell’d with time, will have their date expired' 

1 14. Strike drum] Coel. This stage-direction of the Ff shows that the scene 
was supposed to be immediately changed’ to the hall of Capulet’s house. \^Verp. 
White f Dyce (cd. 2). 

Whi fe. This stage direction was manifestly intended for the prompter or stage 
manager only. 

Del. That Romeo and his friends remain upon the stage, and that therefore no 
new scene begins, is manifest from the old stage-direction at line 13. 

1. First Serv.] Dyce (ed. i). I am not sure that the dialogue here is rightly 
distributed ; perhaps there should be a third speaker ; but it is of no great con- 
sequence. 

2 . shift a trencher !] Del. These are composite substantives: shift-a-trencher, 
scrape-a-trencher, Tellerwechslery Tellerkratzer. 

Percy. In the Household Book of the Earls of Northumberland it appears that 
Trenchers were common to the tables of the first nobility. [Sing, and Huds. 
(subs.) 

Reed. To shift a trencher was technical. In The Miseries of Enforst Marriage, 
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Sec, Scrv, When good manners shan lie all in one or two 
men’s hands, and they unwashed too, ’tis a foid thing. 

First Serv, Away with the joint-stoolr, remove the court- 
cupboard, look to the plate. — Good thou, save me a piece of 
marchpane ; and, as thou lovest me, let the porter let in Susan 
Grindstone and Nell. — ^Antony! pnd Potpan! 8 


3 4. Two lines, Q^. Prose, The rest. 
3. «//] Qq. om. Ff, Rowe. 

5. joint-stools\ Rowe, toynstooles, 
join-stooleSy joyn^stoolesy joyn^fiools Qq 
Ff. johe d-stools White. 

7. lovest\ loves Qq. 


8 . Nell.'l Theol). Nell, Q(ihf. 

Anioh y ! and Pofpa, /] Antony ! 
Potpan / Capcll. Antony Potpan ! Dyce 
(ed. 2). Antony, and Potpan! Dyce 
(ed. i), Cambr. 

Enter Thh'd and Fourth Ser. Clarke. 


1608: * learne more manners, stand at your brother’s backe, as to shift a 

trencher neately,’ &c. [Sin^. 

Nichols. They continued common much longer in piiblick societies, particularly 
in Colleges and Inns of Court, and are still retained at Lincoln’s-Inn. [Sin^, 

Nares. a wooden platter. It was considered as a stride of luxury when trench- 
ers were often changed in one meai. 

5“6. court-cupboard] Steev. Probably what we call the side-board. It is fre- 
quently mentioned in old plays. In A Humorous Day’s Mirth, 1599: ‘Shadow 
these tables with their white veils and accomplish the court- clipboard.' In Chap- 
man’s Monsieur D’Olive, 1606 ; ‘ Here shall stand my court-cupboard with its furni- 
ture of plate.’ Knt. Coll, Verp, IIal.'\ And also in his May-Day, 1611: 

* Court- cupboards planted with flaggons, cans, cups, beakers, &c.’ Two of these 
court-cupboards are still in Stationers’ Hall. [Sin^^, Hal. 

Nichols. The use which to this day is made of them is exactly described in the 
quotation from Chapman ; to display; at public festivals the flaggons and other antique 
silver vessels of the Company. \^Sing, Hal, 

Sing. There is a print in a curious work, entitled Laurea Austriaca, fob 1627, 
representing an entertainment given by James I in 1623, from which the reader will 
get a better notion of the court-cupboard than volumes of description would afford. 
It was also called a cupboard of plate and a livery clipboard. 

Sta. It appears to have been what we now call a cabinet. 

Dyce. A sort of movable sideboard without doors or drawers, in which was dis- 
played the plate of the establishment. 

Halliwell. ^Dressoir, a cupboord ; a court-cupboord (without box or drawer), 
onely to set plate on.* — Cotgrave, [Dyce, 

‘John being in London, in a gallant garb passing along, espieth a silver flagon 
standing on a court-cupboard, a young gentlewoman being at vdoor, he pretended his 
bird flew in ; she gave him admittance, he thanked her, but the silver flagon was 
never heard of.’ The Witiy Jests and Mad Pranks of John Frith, 1673. 

7. marchpane] Steev. Marchpanes were composed of filberts, almonds, pista- 
choes, pine-kernels, and sugar of roses, with a small proportion of flour. [Sing, 
Coll. Verp. Hiids. Sta."] A constant article in the desserts of our ancestors. [Sing, 
Huds.'\ In the year 1560 (* 1562,* Sing.) I find the following entry on the books of 
the Stationers’ Company; ‘Item, payd for ix marsh paynes, xxvis. viii d.’ [Sing.\ 
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Sec. Serv. Ay, boy, ready. 

First Serv. You are looked for and called for^. asked for and 
sought for, in the great chamber. 

9. Sec. Serv.] 2 Ser. Rowe. 2 Qq lo. and called ^ called F^F^, Rowc% 

Ff. Third and Fourth Ser. Clarke. &c. »• 


Our macaroons are only debased and diminutive marchpanes. \Coll. Verp. 
White. 

Narp:s. The word exists, with little variation, in all European languages ; yet its 
derivation is uncertain. Skinner says it is ‘ quasi dicas massa panisy i. e.y a mass of 
bread. Lye derives it from the Dutch, in which, besides fnarcepeyiiy which he con- 
siders as a corruption, there is massereyny which means pure bread; '‘but this is not 
very satisfactory. In mediaeval Latin they were called martii paneSy which gave 
occasion to Hcrmolaus ^arbarus to make some inquiry into their origin in a letter to 
Cardinal Piccolomini, who had sent some to him as a present. — Politian's EpistleSy 
Book xii. Balthasar Bonifaciiis says that they were named from Marcus Apicius, 
the famous epicure: *Ab hoc Marco, panes saccharo concliti vulgo ctiamnum dicun- 
tur Marci panes, vel potius ab alio quodam juniore, M. Gavio Apicio, qui sub 
Augusto et Tiberio fuit ad omne luxfts ingenium minis, &c.’ — Fabric. Bill. Lat., ed. 
Ernest., vol. ii, p. 468. Minshew will have them originally sacred to Mars, and 
stamped with a castle, which is nearly the opinion of Hcrmolaus. Whatever was 
the origin of their name, the English receipt-books all show that they were com- 
posed of almonds and sugar, compounded and baked. Here is a specimen : 

Ta make a marchpane. — Take two poundes of almonds being blanched, and dryed in a sieve over 
the fire, beate them in a stone mortar, and when they bee small mixe them with two pounde of sugar 
beeing finely beaten, adding two or three spoonefuls of rosewater, and that will keep your almonds 
from oiling ; when your paste is beaten fine, drive it thin with a rowling pin, and so lay it on a bottom 
of wafers, then raise a little edge on the side, and so bake it, then yce it with rosewater and sugar, 
then put it in the oven againe, and when you see your yce is risen up and drie, then take it out of the 
oven and garnish it with prettie conccipts, as birdes and beasts, being cast out of standing nioldes. Sticke 
long comfits upright in it, cast bisket and carrowaies in it and so serve it ; guild it before you serve it; 
you may also print of this marchpane paste in your moldes for banqueting dishes. And of this paste 
our comfit makers at this day make their letters, knots, armes, escutcheons, beasts, birds and other 
fancies. — Delightes for LadieSy 1608, lamo. Sign. A la, 

Castles and other figures were often made of marchpane to decorate splendid des- 
serts, and were demolished by shooting or throwing sugar-plums at them. Vide 
B. and FI., Faithful Friends, iii, 2, and Taylor^s Praise of Henipsecd, p. 66. 

Hunter. * To make a marchpane’ .stands in the first place in The Treastiry of 
Hidden Secrets, commonly called The Good Housewife's Closet of Provision, 1627. 
See also, A Hemietual Banquet dressed by a Spagiritical Cook, 1652, p. 102, in 
which strange work, in which Sh.’s name is found, we have particular directions for 
making marchpane. 

Ulr, Evidently the same as our Marcipan, although composed of other ingre- 
dients. c 

Hai.liwell. According to Forby, ii, 208, the tenn was used up to a very recent 
period. See Markham’s Country Farme, 1616, p. 585; Ben Jonson, ii, 295; Top- 
sell’s Seipenls,p. 165 ; Warner’s Antiq. Culin., p. 103; Harrison’s England, p. 167; 
Florio, p. 134. * As to suppresse by message sad. The feast for which they all have 

had Their marchpane dream so long.’ — Songs of the London Prentices, p. 31. 
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Third Serv. We cannot be here aiid there too. — (Jheerly, 
boys ; be brisk awhile, and the longer liver take all. 

\They retire behind. 


ji.nter Capulet, Lady Capulet, Juliet, Tybalt, l td others of his IIous% to the 
Guests and Markers. 


Cap. Welcome, gentlemen ! ladies that have their toes 
Unplagued with corns will have a bout with you : — 15 

Ah ha, my mistresses ! which of you all 
Will now deny to dance? she that makes dainty, 

She, I’ll swear, hath corns; am I come near ye now? — 
Welcome, gentlemen ! I have seen the day 


12. Third Serv.] 3. Qq. I. Ff. 

2 Scr. Rowe. 3 and 4 Ser. Clarke. 

Cheerly~\ 2 Serv. Cheerly Clarke. 

12. 13. Prose, Pope. Two lines, 
QqFf. 

13. [They retire behind.] M'^1. Ex- 
eunt. QqFf. om. Capell. 

Enter...] Enter all the guests 
and gentlewomen to the Maskers. QtjFf. 

14. Scene vi. Pope. Scene vii. 

I Ian. 

Welcome y gentlemen'\ Gentlemen^ 
welcome Man. Var. (Corn.) YouWe wel- 
come ^ gentlemen Leltsom conj. 

Welcome, .Joe5'\ Two lines, Ff. 

their toes] your feet Pope, &c. 

15- will have a bout\ Capell. will 
walke about QqFf, Rowe, we'll have 


a bout Pope, &c. 

16. Ah ha, my] (Q^) Capell. Ah 
my QqF,. Ah me, F^F^F^. Ah me, my 
Rowe, &c. 

18. She,] om. Pope, &:c. Lettsom. 
Transferred to the end of line 17 by 
Steev. Var. et cet. (Dyce, Sta. Cambr.) 

ye] you Q^Q^* Theob. Warb, 
Var. et cet. (Knt. Sing. (ed. 2), Dyce, 
Sta. Cambr. Ktly.) 

19. Welcome] You're welcome Ktly. 
Lettsom conj. You are welcome Var. 
et cet. (Knt. Dyce. Sta. Clarke, Cambr.) 

gentlemen] all, gentlemen Pope, 
&c. you too, gentlemen Capell. 

[Enter other guests. Nicholson 

conj.* 

/ have] I've Pope, &c. 


[llalliwell also gives the receipt in full from ‘ The Closet for Ladies and Gentle- 
men,’ which differs very slightly from that given by Nares.] Ed. 

8. Antony ! and Potpan] Dyce (ed, 2). Throughout this scene Potpan is the 
Second So-iuxiit , as was first observed by Capell, who, in his text, had wrongly intro- 
duced a Third Sei’vant, but in his Notes, &c,, writes as follows ; * The scene’s idea is 
this: The inejuirer after Potpan in 7 [the first speech] sees him not though at hand; 
nor hears, when what he says is observ’d upon in words denoting resentment for the 
reflection that’s cast on him : a second hurrying speech from the inquirer, address’d 
to different servants, closes with a call to this Potp.an, adding his other name; and 
this call he rejilies to in “ Ay, boy ; ready,” ’ &c. vol. ii, P. iv, pp. 6, 7. I differ only 
slightly from Capell in punctuation, 

[C^j)ell, in his Errataf changed this Third Servant to Second Servant.] Ed. 

14. gentlemen] Lettsom. For * gentlemen' as a dissyllable see Walker’s Sh.'s 
Vers., &c., Art. xxxiv. \^Dyce (ed. 2). 

19. Welcome,] Del. He here greets the masked friends of Romeo, who had 
remained upon the stage, referring specially to their masks, after having previously 
welcomed them as dancers. 
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That I have worn a visor, and could tell 20 

A whispering tale in a fair lady’s ear, 

Such as would please : ’tis gone, ’tis gone, ’tis gone : — 

You are welcome, gentlemen ! — Come, musicians, play. — 

A hall, a hall ! give room ! and foot it, girls. — \JMusic plays ^ 

and they dance. 

More light, you knaves ; and turn the tables up, 2 ^ 

And quench the fire, the room is grown too hot. — 

Ah, sirrah, this unlook’d-for sport comes well. — 

Nay, sit, nay, sit, good cousin Capulet ; 


23, 24. om. Pope, 8cc. (Johns.) 

23. You are^ You are all Rowe. 
YotCre Johns. Dyce (ed. 2). 

gentlemen ! Come^ gentlemen 
come, Q,. 

[Enter more guests. Nicholson 

conj.* 


24. A hall, a hall J"] A Hall, Hall 
Ff, Rowe. A ball, a ball. Johns. 

[Music....] QqFf (after line 23). 
Musick. Dance forming. Capcll (after 
line 23). 

25. j'oz/] QqFj, Dyce, Sta. White, 
Caml)r. ^e F^F^F^, Rowe, &c.Var. et cet, 

28. [Drawing him a chair] Capell. 


24. A hall I] Steev. This exclamation occurs frequently in old comedies, and 
signifies mahe room. In the comedy of Doctor Dodypoll, 1600: ‘Room! room! 

a hall! a hall P In Ben Jonson’s Tale of a Tub; ‘ Then ciy, a hall! a hallP 

In an Epithalamium by Christopher Brooke, in England’s Helicon, 1614; ‘ Cry not 
a hall, a hall ; but chamber-roome;* and numberless other passages. [//«/. 

Nares, As we now say a ring ! a ring ! So, Marston, Sat. iii ; ‘A hall ! a hall ! 
Roome for the spheres, the orbs celestiall Will dance Kempe’s jigge.’ [^Sing. Verp, 
Huds, 

Verp. King James, in ‘ Marmion,* has made this antiquated phrase familiar. 

25. tables] Steev. Ancient tables were flat leaves joined by hinges and placed 
on tressels. When they were to be removed, they were therefore turned up. \^Sing, 
HudsP\ In Marco Paolo’s Voyages, 1579 : ‘After dinner is done and the taldes taken 
uppe, everie man goeth aboute his businesse.’ In ‘The Seventh meiy Jest of the 
Wyddow Edyth,* 1573: ‘And when that taken up the horde! &c. In Mande- 
ville’s Travels, p. 285-6 : ‘And such playes of desport they make, till the taking up 
of the boordes! \^IIal. 

Sing. The phrase is sometimes taken up. In Cavendish’s Life of Wolsey, ed. 
1825, p. 198 : ‘After that the boards-end was taken upe 

28. Cousin] Ritson. A common expression from one kinsman to another. Thus 
in Hamlet, the king, his uncle and step-father, addresses him with : ‘ But now my 
cousin Hamlet and son! So also in this very play, III, i, 15 1. \^Sing. Knt, 
Com, Huds, Sta, (subs.) 

M. Mason. Sh. and other contemporary writers use this word to denote an;^ col- 
lateral relation, of whatever degree, and sometimes even to denote those of lineal 
descent. Richard III, during a whole scene, calls his nephew York cousin, who in 
his answer constantly calls him Uncle, And the old Duchess of York, in the same 
play, calls her grandson cousin : ‘ Why, my young cousin, it is good to grow. York, 
Grandam, one night,’ &c. [A 7 /A Verp. 



ACT I, SC. V.] 


ROMEO AND JULIET. 


73 


For you and I are past our dancing da> s : 

How long is’t now since last yourself and I 30 

Were in a mask ? 

See, Cap, By’r Lady, thirty years. 

Cap, What, man I ’tis not so much, ’tis not so much : 

'Tis since the nuptial of Lucentio, 

Come Pentecost as quickly as it will. 

Some five and twenty years ; and then we mask’d. 35 

Sec, Cap, ’Tis more, ’tis more : his son is elde^, sir ; 

His soa is thirty. 

Cap, Will you tell me that ? 

His son was but a ward two years ago. 

Rom, What lady’s that, which doth enrich the hand 
Of yonder knight ? 40 

Sew, I know not, sir. 

Rom, O, she doth teach the torches to burn bright ! 

It seems she hangs upo^ the cheek of night 


31. Bfr Lady'\ F^. Berlady The 
rest. 

38. t7vd\ 2. Q^. three (QJ. 

[Juliet is taken out. Capcll. After 

this line Ktly. inserts from (Q,), Good 
youths^ f faith ! Ohf youth's a jolly 
thing ! 

39. To a Servant. Capell, Dyce (ed. 
2). To a Servingman Cambr. 


lady's"] Pope, ladies Q^. ladie is 
Q,Q4f'\* Coll. 

Sing. (cd. 2), White, llal. Clarke, Ktly. 
41. [Company dance. Capell. 

43. It seems she] (QJQqF,. Her 
beauty Rowe, &c. Capcll, Knt. 

Camp. Corn. llaz. Verp. Coll. (ed. 2), 
White, Dyce (ed. 2). 


31. By*r Lady] S. Walkkr (‘.SV/. Vers,' p. 191). Pronounced beer lady. 

38. ago] Steev. The next line in (QJ is natural and worth preserving. 

Kti.y. It is so natural and so plea'll ng that I could not refrain from adopting it. 

40. knight] Mal. A proof that Sh. had the poem, and not Painter’s novel, in 
his mind. In the latter ive are told ‘A certaine lord of that troupe tooke Julietta 
by the hande to daunce.* In the poem, as in the play, her partner is a knight: 
* With torche in hand a comly knight did fetch her foorth to daunce.* 

Sta. Romeo’s first sight of Juliet is thus quaintly described in the old poem : 

‘ At length he saw a mayd, right fayre of perfect shape, 

Which Theseus or Paris would have chosen to their rape. 

Whom erst he never sawe, of all she pleasde him most : 

Within himselfe he sayd to her, thou justly mayst thee boste 
Of ijerfit shapes renoune, and beauties sounding prayse, 

Whose like ne hath, ne shalbe seene, ne liveih in our dayes. 

And whilset he fixed on her his partial! perced eye, 

His former love, for which of late lie ready was to dye, 

Is nowe as quite forgone, as it had never been.’ 

43. It seems] Steev. Sh, has the same thought in his 27th Sonrot ; 

7 
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Like a rich jewel in an Ethiop’s ear; 

Beauty too rich for use, for earth too dear ! 45 

44. Like\ As QqFj, Knt. Sta. Ethiofs'\ Ethiope's Cambr. 


Which, like a je^el hung in ghastly night, 

Makes black night beauteous, and her old face new.* \SiKf^. Iluds. Ktly. 

The repetition of the word beauty ^ in the next line but one, confirms the emenda- 
tion of Fjj. [Dyee (ed. 2). 

Knt. Why then, it may be asked, do we depart from our usual principle and 
reject an undoubted ancient reading? Because the reading which we give has be- 
come familiar, has passed into common use wherever our language is «poken, is 
quoted in books as frequently as any of the other examples of Sh.’s exquisite power 
of description. Here, it appears to us, is a higher law to be observed than that of 
adherence to the ancient copies. It is the same also in I, i, 146. 

Coll. (ed. i). We adhere to the authentic, and perfectly intelligible, text, as 
contained in every impression during the author’s life. 

Dkl. (‘Z^jr.’) Juliet’s beauty is only first spoken of in line 45. The boldness of 
the simile led the poet to introduce it by * it seems.’ 

Ulr. The reading of F,, is an improvement, although it has no authority, and is 
therefore not to be adopted. The succeeding phrase, ‘ Beauty too rich,’ seems to 
demand that a similar word should precede it. On the other hand, it weakens the 
otherwise very bold and almost forced image of hanging on the cheek of night. 

Corn. \^Her beauty*'] is now so consecrated by general approval that it would b» 
both useless and ungracious to attempt to supersede it. The most rigid sticklers for 
the authority of F^ have found it necessary, in very many cases, to prefer the read- 
ings of the Qq, and in some comparatively few instances those of F,^. The reason 
is this: we know, unfortunately, as far as the matter is susce]^tible of proof, that 
none of Sh.’s plays were published under his own superintendence ; we know also, 
in reference to all the earlier copies, that typographical errors, stage omissions or 
interpolations, the want of regular editing, and other causes, have contributed to 
obscure, and, not unfrequently, to destroy the poet’s meaning; it is, therefore, in no 
irreverent spirit (as is too often inculcated), but rather from a feeling of duty and 
gratitude, that even the most cautious commentators have felt themselves compelled 
to depart from the principle of taking anyone edition as an invariable guide. From 
two or three instances selected in the present play from numerous others, merely as 
illustrations of the general fact, it will be seen that the reviger, who should in every 
case adopt the readings of F^, would bring u])on his devoted head the merited an- 
athema of every Shaksperian reader. We have not, however, presumed to vary from 
the text without anxious consideration and constant reference to those commentators 
who have shown the least disposition to innovate either as to words or versification. 

Verp. So much is gained in poetic beauty by the reading of F^, and the othe* 
reading is so tame in expression, and so little in Sh.’s manner, whose faults of lan- 
guage are never on that side, that it seems quite probable thf^t this was a correction 
of the poet’s own, obtained from some other MS., altered during the poet’s life. It 
is, besides, confirmed by the repetition of the word ‘ beauty’ in line 45. 

Dyce (ed. i). The reading of F^, however it may be regarded as an improve- 
ment, has not a shadow of a claim to be received into the text. 

Coll. (ed. 2). The usual reading of F, has been tame and poor. 
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So shows a snowy dove trooping with . rows, 

As yonder lady o’er her fellows shows. 

The measure done, I’ll watch her place >f stand, 

White. The great gain in poetic beauty by the rea'Ung of does not justify a 
deviation from the authoritative text, though it may tempt to it. But in this passage 
all the old copies come evidently from one source ; and in ihis play, as in some 
others, the authority of the folio is inipaired, r.Uhough its authenticity as a whole 
cannot be impeached ; while in the context there is ground for believing that the 
editor of the second folio — a contemporary of Shakesoeare — restored the true read' 
ing. Steevens might have put the case much more strongly: fc** in line 45 ‘ beauty’ 
is a dependent word, and the clause which begins with it an entiiely dependent 
clause. Unless * beauty’ occur in the first clause of the sentence as the apponent of 
‘beauty’ in the second, the latter cannot be construed, I will not say according to 
grammatical rule and precedent, but so as to preserve that rational colierence of 
thought, the necessity of which underlies all grammatical rules, and which Sh., in 
his freest style, never violates. Therefore, having this contemporary change of a 
reading which, if undisturbed, would leave a unitpie and derogatory blemish upon 
Sh.’s page, — a change, too, which seems not to add a grace, but to preserve one by 
the mere restoration of grammatical integrity to the |iassage, — I believe that the elder 
copies have in this case, as i some others, but perpetuated an error committed in 
the earliest impression, and I adopt the reading of not ujion the authority of that 
text, but upon the internal evidence of the context, supported by the inherent merits 
of the emendation. All editors of Uie present century have hitherto deferred to the 
authority of the elder copies. 

Dyce (ed. 2). The reading of (whencesoever the editor of that folio may have 
procured it) is assuredly a great improvement. 

Gerald Massey {^Sh.^s Sonnets^ &c., Lond. 1866, p. 470). I fancy that Sh. was 
working a good deal from the life and the love of his friends [Southampton’s love 
for P'lizabeth Vernon] when he wrote this play; the Queen’s opjiosition to their mar- 
riage standing in the place of that ancient enmity of the two Houses. There is 
much of Southampton’s character and fate in Romeo the unlucky, doomed to be 
crossed in his dearest wishes, whose name w’^as writ in sour Misfortune’s book. . , . 
There are expressions pointing to the lady of the early Sonnets as being in the poet’s 
mind when he was thinking of Juliet. A remarkable image in the 27tli Sonnet is 
also made use of in Romeo’s first exclamation on seeing Juliet for the first time. 
Considering who the Sonnets were written for, this figure reappears in too pointed a 
wmy not to have some suggestive significance. Looked at in this light, the question 
of Juliet, ‘Art thou not Romeo and a Montague?’ comes upon us wdth luminous 
force; for the fact is, that Southampton was a Montague by the mother’s side, she 
being Mary, daughter of Anthony Browne, fair Viscount Montague, which fact calls 
to mind what has always seemed a little bit of the Nurse’s nonsense in II, iv, 19c 
[which see]. 

Clarke. Inasmuch as the expression of the authentic copies is not only intelligi- 
ble, but is one that Sh. has used elsewhere, we feel bound to retain it. In other 
passages of description we find ‘ it seems* and ‘ it seem’d’ thus used ; Tempest, I, 
ii ; Lear, IV, iii, and Winter’s Tale, V, ii, 

44. Ethiop’s ear] Holt White. In Lyly’s Euphues : * A fair pearl in a Mo- 
lian’s ear.’ [ 5 /w^. 
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And, touching hers, make blessed my rude hand. 

Did my heart love till now? forswear it, sight! 50 

For I ne’er saw true beauty till this night. 

Tyb. This, by his voice, should be a Montague. — 

Fetch me my rapier, boy. — What ! dares the slave 
Come hither, cover’d with an antic face. 

To fleer and scorn at our solemnity? 55 

Now, by the stock and honour of my kin. 

To strike him dead I hold it not a sin. 

Cap. Why, how now, kinsman I wherefore storm you so ? 
Tyb. Uncle, this is a Montague, our foe; 

A villain, that is hither come in spite, 60 

To scorn at our solemnity this night. 

Cap. Young R.omeo is it? 

Tyb. ’Tis he, that villain Romeo. 

Cap. Content thee, gentle coz, let him alone, 

He bears him like a portly gentleman ; 


49. blessed'\ hapf>y (QJ Pope, &c. 
Var. (Corn.) Ktly. 

51. For I ne'er"] For I nere Qq 
(ne're Q^). For I nei^er Ff. / neater 
(QJ, Pope, &c. Coll. Ulr. Huds. White, 
Hal. 

53. W/tat / dares] Thcob. What 
dares Pope, Capcll, Cambr. 

What it dares Q^. Whatf dares Dyco, 
Clarke. 


[Exit boy] Coll. (ed. 2). 

54. antic] antick Rowe, antique 
QqFf. 

58. Two lines, Ff. 

62. Romeo is it?] Romeo is it. 
Q^Q^. Romeo, is it ? Cl^. Romeo, is' t } 
Pope, See. Capell. Romeo is't? Var. 
Knt. Del. Sta. Dyce (ed. 2), Ktly. 

' Tis he] om. Pope, &c. (Johns.) 
64. lie] (QJ Rowe. A QqFf. 


Sing. (ed. 2). This same thought probably suggested to Habington: ‘So rich with 
jewels hung, that night Doth like an Ethiop bride appear.' 

54. an antic face] Del. Tybalt refers to the mask which Romeo had donned, a 
grinning face such as merry-andrews wear. 

55. solemnity] Hunter. So in Macbeth, ‘To-night we bold a solemn supper,' a 
banquet, a high festival. \_Sing.] So in Ariosto, as translated by Harington * 

* Nor never did young lady brave and bright 
Like dancing better on a solemn day.’ 

This application of the word solemn is a relic of the sentiment of remote ages, when 
there was something of the religious feeling connected with all high festivals and 
banquelings. The history of the word solemn would form an interesting philological 
article, presenting as it does so many phases in succession. 

62. Young Romeo is it ?] Momm.sen. This is no question of Capulet, but an 
assertion, at the moment of recognition, characteristically quick and decided. 

64. portly] Clarke. This word, in our day, in addition to the sense of ‘dignity,* 
comprises somewhat of large and cumbrous; which formerly it did not necessarily 
include. 
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And, to say truth, Verona brags of him 
To be a virtuous and well-govern*d yor^h : 

I would not for the wealth of all this towr 
Here in my house do him disparagement : 

Therefore be patient, take no note of him : 

It is my will, the which if thou respect, 70 

Show a fair presence and put off these frowns, 

An ill-beseeming semblance for a feast 

Ty 5 . It fits, when such a villain is a guest : 

I’ll not endure him. 

Cap, He shall be endured : 

What, goodman boy ! I say, he shall ; go to ; 75 

Am I the master here, or you ? go to. 

You’ll not endure him! God shall mend my soul, — 

You’ll make a mutiny among my guests ! 

You will set cock-a-hoop I you’ll be the man I 

67. i/iis'] Ff, Rowe, Dyce (ed. i). 76. Go fo, Am.,.you^ Coll. (MS) 

72. ill‘beseeming\ Hyphen by Pope. 78. my\ Qq. the Ff. ^ 

for\ of Rowe, Pope, Han. 79. set] set a Q^Qj. sit Johns. 

79. cock-a-hoop] Nares. Cock-on-hoop, or cock-a-hoop. The dcr' ation of 
this familiar expression has been disputed. See Todd. I can add one example of 
its being used as if to mark profuse waste, by laying the cock of i/r barrel on tht 
hoop, ‘ Tlie cock-on-hoop is set, Hoping to drink their lordsh ps out of debt.* 
Honest G/iosty p. 26. and Sta, ('>ubs.)] Ren Jonson al o seems to show that 

he so understood it, and his authority is of weight. As ai. example of the prepo- 
sition of by which he there means off he gives this : ‘ Take the cock of [off] the 
hoop.’ — Engl. Gram. ch. vi. But it must be owned that the usage is rot always 
consistent with that origin. 

Knt. The origin of this phrase, which ajipears always to be used in the sense of 
hasty and violent excess, is very doubtful. [According to Nares] the uninterrupted 
flow of the ale led to intemperance. 

Sta. a phrase of very doubtful origin. I rather suppose it to refer in some way 
to the boastful, provocative crowing of the cock, but can find nothing explanatory of 
its meaning in any author. 

White. The notion [which has been advanced by Nares] seems to rne puerile. 
It is belter to confess ignorance than to be content with such caricature of know- 
ledge. May not the phrase have been originally ‘ cock-a-whoop’ ? the fitne.ss of 
which phrase to express arrogant boasting is plain enr ugh. 

Dyck (ed. 2). Ray gives * To set cock on hoop,’ and remarks: ‘This is spoken 
of a Prodigal, one that takes out the spigget, and lays it upon the top [or hoop] of 
the barrel, drawing out the whole vessel without any intermission.’ — PraverbSf p. 
183, ed. 1768. Gifford (Note on Jonson' s Works f vol. vi, p. 226) describes it as 
* a ohrase denoting the excess of mirth and jollity,’ and * suspects that it had a more 
dignified origin’ than that just quoted from Ray. But it also was applied, as in our 
7 * 
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Tyb, Why, uncle, *tis a shame. 

Cap. Go to, go to ; 8o 

You are a saucy boy: — is’t so, indeed? — 

This trick may chance to scathe you, — I know what. 

You must contrary me! marry, ’tis time. — 

Well said, my hearts ! — You are a princox ; go : 

8l. ?V/] ’//j Rowe. JsU 82. scathe\ scaih Var. (Corn. Ila?.) 

pell, Var. et cet. (Dyce, jS^ta. Cambr.) Knt. Coll, Iliuls. Del. White, Ktly. 

text, to insolence cjl^anguage or bearing; and accordingly Coles (who seems to 
refer it to the b)rd cock) has * To be Cock-a-hoop, Ampullari, insolcsco^ cristai 
erigere' — Lat. find Eng. Diet. 

In N. and.'Qu., 2d Ser., vol. v, p. 426, the phrase * to sit cock in the hoop' is cited 
by ‘P. 11 yf'.' from Philpots* Remains. 

81. y€\. so, indeed?] UlR. This is an answer to some remark of one of the 
gue‘«jas', and so also the words, ‘ I know wliat,’ in the next line, are an interrupted 
answer or address to a guest. 

^ 82. to scathe you] Steev. I. ^., to do you an injury. [Sing. Knt. Coll. Ilaz. 
Kerp. Iluds. Sta. 

feoswEEL. It still has this meaning in Scotland. 

N^es. The substantive usually rhymes to bath^ the verb to bathe. 

83. edatrary me] Stekv. The use of this verb is common in old writers. In 

Tally’s hy Greene, 1616; ‘ Rather wishing to die than to contrary her resolu- 

tion.* Many^instances might be selected from Sidney’s Arcadia. [Knt."] In War- 
ner’s Albion’s i^Wj^land, 1602, b. x, c. 59: ‘ — his countermand should have contra- 
ried so.’ The samfe verb is used in Arthur Hall’s version of the eighth Iliad, 4to, 
1581, and in North’s ^’lutarch.* [Hal. 

84. Well said] Whi’ E. That is, well done. 

84. princox] Steev. A coxcomb, a conceited person. [Knt. Coll. Ilaz. Sta. 
Dycel\ In The Return rrom Parnassus, 1606: ‘Your proud University princox.^ 
[Iluds. 

Nares. A pert, forward youth; probably corrupted from the Latin prcecox. 
[ 5 '/;/^.] See Johnson, The Cambridge Diet. (1693) has: ^Princock^ Ephebus, 
puer prjecox.’ Also as an adjective. 

Huds. Minshew calls a princox ‘ a ripe-hcaded young boy,* and derives it fron. 
prcecox. The more probable derivation is from prime cock ; that is, a cock of prime 
courage or spirit ; hence applied to a pert, conceited, forward person. In Phaer’s 
Virgil : *^Fyne princox^ fresh of face, furst uttring youth by buds unshorne.’ 

Coll. (ed. 2). Skinner says from prcecox, but in Richardson’s Diet, the e^- 
mology given is a prime cock. Florio translates herba da btioi ‘ a prime-cock boy, a 
freshman, a novice.’ 

Halliwell. Brockett has princox as still in use, and princy-cock is given by 
Carr, ii, 58. ‘If hee bee a little bookish, let him write but the commendation of a 
flea, straight begs he the coppie, kissing, hugging, grinning, and smiling, till hee 
make the yong princocks as proud as a pecocke.* — Lodge's Wits Miserie, 1596. 

Coleridge {Lit. Rem. vol. ii, p. 154). How admirable is the old man’s impetu- 
osity, at once contrasting, yet harmonized with young Tybalt’s quarrelsome violence 
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Be quiet, or — More light, more light ! — lor shame ! 85 

ril make you quiet. What ! — Checrly, my hearts ! 

Tyb, Patience perforce with wilful cholet* meeting 
Makes my flesh tremble in their different greeting 
I will withdraw : but this intrusion shall, 89 

Now seeming sweet, convert to bitter gall. Exit 


Rom. \To Jidiet\ If I profane with my iinworthiest hand 
This holy shrine, the gentle fine is this, 

My lips, two blushing pilgrims, ready stand 
To smooth th ± rough touch with a tender kiss. 


85. or — Mor e... shame or (more... 
shame') Q^, Pope, &c. or more. ..light 
for shamey or more lighty 

for shatney or more light y for 

shame; Rowe. 

light !—for\ light y for Cai)ell, 
Var. 1 1 nils. light. — For Knt. Corn. 
light! — For Dyce. light: for Sla. 
light ! For Cambr. 

'86. What !---Cheerly\Q^^^\\. What, 
cheerly Rowe, Dyce (ed. i), Clarke, 
Cambr. 

89, 90. shally...siveetl\ shall Now- 
seeming tiveet Lettsom conj. 

bitter‘\ bittrest bitterest 


Cambr. (Lettsom). 

[Exit.] om. FjjF^. 

[Dance ends. Juliet retires to her 
Seat. Capell. 

91. [To Juliet] Rowe, drawing up 
to her, and taking her Hand. Capell. 

unworth iest'] unworthy ( ) 
Pope, he. Capell, liar. Sing. Camp. 
Corn. Ilaz. Ktly. 

92. fine'] Theob. (Warb.) sin 
Q^Ff, Knt. (ed. i), Ulr. Del. Sta. sinne 

(Q.)Q4Q,- 

IS this] be this Ilan. 

93. t 7 oo] to Fj. 

ready] did ready QgQgQ^I*,. 


But it would be endless to repeat observations of this sort. Every leaf is different on 
an oak tree; but still we can only say, our tongues defrauding our eyes. This is 
another o.ak leaf I [Iluds. 

87. Patience perforce] Steev. This expression is part proverbial. The old 
adage is, ^Patience perforce is a medicine for a mad dog’ [‘or mad ho'^se.* Nares]. 
[Sing. 

Nares. A proverbial expression, when some evil which cannot be remedied is to 
be borne. Ray’s Prov., p. 145. Also Howell, p. 9 b. Fuller has it ‘ upon force,* 
which is a modernism. 

Coll. (ed. 2). A proverbial i)hrase, meaning compulsory submission. We meet 
it in Heywood’s * Woman Killed with Kindness.’ There was a herb called Patience, 
mentioned in ‘ Look about you,’ 1600, and in ‘ Northward Ho 1 ’ 1607. 

Sta. From the old adage, * Patience upon force' &c. 

90. to bitter gall] Lettsom. I conceive * sweet' to be a substantive, and * con- 
vert' an active verb. [Dyce (ed. 2). 

92. gentle fine] Wi^BURTON. All profanations are supposed to be expiated 
either by some meritorious action or by some penance undergone, and punishment 
submitted to. So Romeo would here say, If I have been profane in the rude touch 
of my hand, my lips stand ready, as two blushing pilgrims, to take off that offence, 
to atone for it by a sweet penance. [Knt, Dycey White, 

Coll. Sin for 'fine’ is an easy misprint, when sin was written sinne with 



Sc ROMEO AND JULIET. [act I. SC. V. 

yuL Good pilgrim, you do wrong your hand too much, 95 
Which mannerly devotion shows in this ; 

95. One line, Qq. Two, Ff, Rowe. 


a long 5 . Sin scarcely affords sense, while ‘fine’ has a clear meaning. 

Huds. 

Ulr. Warburton’s correction is needless, — nay, it disturbs the connection. ‘ Gentle’ 
formerly signified not only * noble,’ ‘ distinguished,’ &c., but sometimes also ‘ pious’ 
\^fromni\ (e. g, 3 lien VI : I, iv, where ‘ gentle-hearted’ stands for ‘ pious-hearted’). 
Romeo says in effect : * If I by the touch of my unworthy hand profane this shrine 
(Altar, Reliquary), it is the pious sin’ — namely, of the pilgrims, who journey to holy 
places for the very purpose of touching the relics, or rather, as was customary, of 
kissing them. And following out the same tram of thought, he adds that his lips 
were therefore ready by a tender kiss to smooth this ‘ rough’ (unusual, irreverent) 
touch. That * romeo’ in Italian signifies a pilgrim is evident Irom the last sonnet but 
one of Dante’s * Vita nuova.’ It is there remarked that Pilgrims were styled ‘ Pal- 
mieri,’ inasmuch as they came over the sea (of course to Palestine), whence they 
brought back Palms. Those on the other hand who went to the tomb of St. James 
in Galicia [Santiago de Compostela] were called * Pclligrini,’ and those who went 
to Rome ‘ Romei.’ My honored friend Blanc, to whom I am indebted for this 
information, adds that the later Italian writers do not retain these distinctions. 
For instance, Giov, Villani designates by the name of ‘ romeo’ one who comes from 
St. James. Franco Sacchetti and others use this word generally for all pilgrims, 
Dante’s remark shows us w’hy Romeo chose a inJgrim’s mask, and throws light also 
upon the ‘ palmers,’ of whom Juliet speaks ; and it proves also that Sh. understood 
more Italian than the learned writer in The Quaiterly Review, who lately ques- 
tioned whether ‘ rorico' have the meaning of pilgrim. 

Quarterly Re^l (vol. Ixxxi, p. 524, 1847). Romeo is the familiar contraction 
of RomualdOy the famous Lombard name, which, though sometimes derived from 
the Teutonic, may perhaps have been a corruption of Roitmlus^ but never could have 
meant a pilgrim. 

Del. Romeo, in taking Juliet’s hand, says, in reference to that hand : If I with 
my unworthy hand profane this holy shrine, it is (a sin in truth but) the gentle sin. 
If the emenclation a gentle sin or the gentlest sin were allowed, there would be no 
difficulty in the passage. The idea of the sin is also kept up in the succeeding dia- 
logue, and the word sin in line 105 is used in manifest reference to this place. 

[Substantially the same note as in Del. ‘ Lexikon.’] 

95. pilgrim] IIalijwei.i.. The subjoined engraving, from a sketch by Inigo 
Jones, presents us with the Palmer’s, or Pilgrim’s, dress worn by Romeo in this 
scene. It is the usual costume of such personages, consisting of a long loose gown, 
or robe, with large .sleeves, and a round cape covering the breast and shoulders ; a 
broad-leafed hat, turned up in front and fastened to the crown by a button, appar- 
ently, if it be not intended for a small cockle-shell, the absence of which customary 
badge would otherwise be the only remarkable circumstance in the drawing. In 
the left hand of the figure is the bourdon^ or staff, peculiar to pilgrims. The modem 
representatives of Romeo have inaccurately carried a cross. In the text of the play 
the only indication of his being in a Pilgrim’s habit is derived from Juliet’s address- 
ing him, ‘ Good Pilgrim,’ &c. The drawing is therefore most interesting authority 
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For saints have hands that pilgi.ms’ hands do touch, 
And palm to palm is holy palmers* kiss. 

Rom, Have not saints lips, and holy pcdmers too ? 

ytU, Ay, pilgrim, lips that they must use in piaycr. lOO 

Rom, O, then, dear saint, let lips do what hands do ; 

They pray, grant thou, lest faith turn to despair. 
ynl. Saints do not move, though grant for prayers’ sake. 
Rom. Then move not, while my prayer’s effect I take. 

Thus from my lips by thine my sin is purged. 105 

\Kissing her. 

97. hands that\ Q^. hands^ that They pray: White. 

hands, the hands — the 103. One. line, Qq. Two, Ff. 

Rowe. thoit:^ti\ yet Pope, &c. 

hands do\ hand, doY^^ hand 104. prayeYs.../ tahe] Capcll. pray^ 

do Rowe. ers..,I take QqF^, Pope, &c. prayers... 

100. use in~\ use — in ITuds. doc take F,^lgF^, Rowe, pfayers' ....1 

10 1. hands do z"] hands do, QqFT, /t/Zv Warb. Knt. Ktly. 

Rowe, Pope, Han. White. 105. thine'] yours (QJ Capell, Var, 

102. They pray,] The^ ^ray Sing. Iluds. Dyce, Clarke, Ktly. 

The rest. 7 'hey pray; Ilan. Corn. Iduds. [Kissing her.] Rowe. 

for the actor; and it is probable that Mercutio, Benvolio, and the ‘ five or six mask- 
ers’ were also attired in similar dresses, as at this j)eriod the parties attending such 
eurtertainments ap]ieared generally in sets of 6 or 8 shepherds, wild-men, pilgrims, 
or other characters, preceded by their torch-bearers, music, and sometimes, as Ben- 
volio intimates, ‘ a cupid hoodwinked vnUi a scarf,’ &c., or some other allegorical 
personage, to speak a prohjguc, or introductory oration, setting forth the assumed 
charact^^rs and purpose of the maskers. — J. R. Ptanchi. 

loi. hands do] M. Ma.son. Juliet had said before that ‘palm to palm was holy 
palmers’ kiss.’ She afterwards says that ‘ palmers have lips that they must use in 
prayer.’ Romeo replies, that the prayer of his lips was, that they might do whai 
hands do, that is, that they might kis.s. [l^ing. 

WiiiTK. It has been the custom hitherto to place a semicolon after ‘do’ at the 
end of the line. ‘ O then,’ answers Romeo, ‘ they \i. e. lips] pray that they may do 
what hands, or palms, do: grant thou this,’ &c. ; the fine point of which is lost by 
closing the sense at ‘what hands do,’ and reading antithetically, ‘They pray, grant 
thou,’ &c., in the next line. 

105. Kissing her] Malone. Sh. here, without doubt, copied from the mode 
of his (iwn time; and kissing a lady in a public assembly, we may conclude, was 
not thought indecorous. In King Ilemy VIIT, he, in like manner, makes Lord 
Sands kiss Anne Boleyn, next to whom he sits at the supper given by Cardinal 
Wolsey. \^Sing. Iluds. 

White [‘.S7l Seholar^\ I have never seen a Juliet upon the stage who appeared 
to a])preciate the archness of the dialogue with Romeo in this scene. They go 
through it solemnly, or, at best, with staid propriety. They reply literally to all 
Romeo’s speeches about saints and palmers. But it should be noticed that, though 
this is the first interview of the lovers, we do not hear them speak until the close of 

F 
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JhiL Then have my lips the sin that tliey have took. 

Rom, Sin from my lips ? O trespass sweetly urged ! 

Give me my sin again. 

yul. You kiss by the book. 

Nurse, Madam, your mother craves a word with you. 

Rom, What is her mother ? 

Nurse, Marry, bachelor, IIO 

Her mother is the lady of the house, 

And a good lady, and a wise, and virtuous : 

I nursed her daughter, that you talk’d withal ; 

I tell you, he that can lay hold of her 
Shall have the chinks. 

Rom, Is she a Capulet 1 1 5 

O dear account ! my life is my foe’s debt. 


Io6. they have^^ late they Pope, &c. 
lo8. sin] hiss Capell. 

[Kissing her again. Capell, Coll, 
(ed. 2)(MS.) Dyce (ed. 2). 

by the] (QJ. bith Qq. by^ tie F, 
F,. ^y/‘^’F3F^,Rowe,&c. White. 


no. [To her Nurse. Pope, &c. 

1 13. tailed] talkt QqFj, Theob. 
Warb. talke Fj,. talk F F^, Rowe, Pope, 
Han. 

1 1 5. chinks] chincke Rowe (ed. 2).'’* 
chink Pope, &c. 


their dialogue, in which they have arrived at a pretty thorough understanding of 
their mutual feeling. Juliet makes a feint of parrying Romeo’s advances, but does 
it archly, and knows that he is to have the kiss he sues for. He asks, * Have not 
saints lips and holy palmers too?’ The stage Juliet answers with literal solemnity. 
But it was not a conventicle at old Capulet’s. Juliet was not holding forth. How 
demure is her real answer : ‘Ay, pilgrim, lips that they must use — in prayer !’ And 
when Romeo fairly gets her into the comer, towards which she has been contriving 
to be driven, and he says, ‘ Thus from my lips, by thine, my sin is purged,’ and does 
put them to that purgation, how slyly the pretty puss gives him the opportunity to 
repeat the penance by replying, ‘ Then have my lips the sin that they have took !’ 
\Huds, 

108. by the book] Ulr. The lyric strain which marks not only this diah gue, 
but almost all the speeches of Romeo and Juliet, recalls, by its alternate rhymes 
and careful structure of the rhythm, the Italian erotic poesie so much imitated in 
England, and of which the form was the Sonnet. 

1 16. debt] Sta. He means that, as bereft of Juliet he should die, his existenco 
is at the mercy of his enemy, Capulet. Thus in the old poem ; 

* So hath he leamd her name, and knowth she is no geast, 

Her father was a Capilet, and master of the feast. 

Thus hath his foe in choyse to geve him life or death. 

That scarsely can his wofull brest keepe in the lively breath.’ 

Cambr. (Qj) here has ‘ thrall’ the others ‘ debt,* which, though it makes a rhyme, 
does not improve the sense. The next two lines are not in (QJ. As, unlike the 
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Ben. Away, be gone ; the sport is at che best 
Rom. Ay, so I fear ; the more is my unrest 
Cap. Nay, gentlemen, prepare not to ue gone ; 

We have a trifling foolish banquet towards. — 1 20 

Is it e’en so ? why, then, I thank you all ; 

I thank you, honest gentlemen ; goud night- 
More torches here ! — Come on, then let’s to bed. 

A.h, sirrah, by my fay, it waxes late ; 124 

I’ll to my rest. \Exeunt all but JiiHet and Nurse 

Jul. Come hither, uurse. What is yond gentleman? 


1 18. [Going. Coll. (ed. 2), (MS). 
120. [Maskers excuse themselves 
with a Bow. Capell. 

123. here ! — CoTne'\ here, come Q^Qj. 
here: co?ne\\. here come ^ 

123. QqFf. on, ihen,ll\id^. 
Dyce, Clarke, on then; Knt. (ed. 2). 
on then, Cambr. 

124. [to his Cousin. Capell. To 2 


Cap. Var. Knt. Sing. Dyce, Sta. Ktly. 

125. [Exeunt.. .Nurse.] Malone. Ex- 
eunt. F^F^F^. om. QqFj. Company re- 
tire. Capell. 

126. One line, Qq. Two, Ff. 
yond^ yond* F^, Rowe, Sing. 

(ed. 2), Coll. White, Ktly. yon Pope, 
&c. Var. Knt. Sta. yon* Capell. 


immediate context, they also rhyme, while they are not particularly forcible, we in- 
cline to think that some other hand than Sh.*s inserted them. 

1 17. at the best] Sta. This seems to mean, ‘We have seen the best of the 
sport.’ 

120. banquet] Nares. What we now call a dessert was in earlier times often 
termed a banquet ; and Gifford informs us that the banquet was usually placed in a 
separate room, to -which the guests removed when they had dined. ‘ The common 
place of banqueting, or eating the dessert,’ the same critic says, ‘ was the garden- 
house or arbour with which almost every dwelling was furnished.* To this Shallow 
alludes in 2 lien. IV : V, iii, 2. Banquet is often used by Sh., and seems always to 
signify a feast as it does now. 

Sing. It was sometimes called a rere-supper. \^IIuds,'\ According to Baret, 
‘ banketting dishes brought at the end of meales were junkettes, tartes, marchpanes.* 
Yet from the same authority it appears that a banquet and a feast were also then 
synonymous. 

Del. After the supper, of which the invited guests had already partaken, there 
is to follow for the uninvited maskers a collation, which Capulet, with affected 
modesty, calls trifling and foolish. 

Dyce (ed. 2). When Nares said that Sh. always used banquet to signify a feast 
he overlooked Tam. the Shrew, V, ii, 9 : ‘ My banquet is to close our stomachs up 
After our great good cheer.’ 

120. towards] STEjjV. That is, ready, at hand. [Sing. Huds. Knt. Sta. Whitt. 

t 2 i. Is it e’en SO?] Del. The stage-direction in (QJ serves to explain this 
question. That is, the guests whisper in his ear the reason for their departure. 

126. yond gentleman] Mal, and Sta. Compare the old poem; 

* What twayne are those (quoth she) which prease unto the doore, 

Whose pages in their hand doe beare, two torches light before ? 
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Nurse, The son and heir of old TiBerio. 

JuL What’s he that now is going out of door ? 

Nurse, Marry, that, I think, be young Petruchio. 129 

yuk What’s he that follows there, that would not dance ? 
Nurse, I know not. 

Jul, Go, ask his name. — If he be married. 

My grave is like to be my wedding bed. 

Nurse, His name is Romeo, and a Montague, 

The only son of your great enemy. 135 

ytil. My only love sprung from my only hate ! 

Too early seen unknown, and known too late ! 

Prodigious birth of love it is to me. 

That I must love a loathed enemy. 

Nursed What’s this ? what’s this ? 

yul, A rhyme I learn’d even now 140 

Of one I danced withal. {^One calls within ‘Juliet/ 

Nurse, Anon, anon ! — 

Come, let’s away ; the strangers all are gone. [Exeunt, 


Enter Chorus. 

Now old Desire doth in his death-bed lie. 


128. 

129. Marry. ..be'\ That as I think is 

(Q.) Pope. &c. 

be‘\ to be Rowe. 

130. there'\ (QJ Capell. here QqFf, 
Rowe, &c. Coll. Ulr. Del. White. 

133, wedding\ wedded Fj. 

135. your'] otir Fj,F3F^, Rowe. 
[Going and returning. Coll. (ed. 2). 
137. unkno^vn] unknozv F^. 

140. this...this] Ff. tis...tis Qq. 


whafs] what Q^, Capell. 
team'd] leame F^. 
even] e'en Pope, &c. 

142. all are] are all Q^, Capell, 
Clarke. 

Enter Chorus] Theob. Chorus QqFf. 
Act II. Scene i. Chorus. Rowe, Pope. 
Act II. Coll. (MS.) Act ii. Enter 
Chorus Ulr. Act ll. PROLOGUE. Enter 
Chorus. Chor. Cambr. 

143. Ui] on Pope, &c. Capell, 


And then as eche of them had of his houshnld name. 

So she him named yet otice agayne the yong and wyly dame. 

And tell me who is he with vysor in his hand. 

That yender doth in masking weede besyde the window stand. 

His name is Romeus (said shee) a Montagewe, 

Whose Fathers pryde first styrd the strife which both your housholdes rewe. 
The woord of Montagew her joyes did overthrow, 

And straight in stead e of happy hope, despayre begart to £rowe. 

What hap have I quoth she, to love my fathers foe ? 

What, am I wery of ray wele? what, do I w'ishe my woe? 

But though her grievouse paynes distraind her tender hart, 

Yet with an outward shewe of joye she cloked inward smart ; 

And of the coiirtlyke dames her leave so courtly tooke. 

That none dyd gesse the sodain change by changing of her looke.* 
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And young Affection gapes to be his heir ; 

That Fair for which love groan’d for an-^ \/ould die, 145 

With tender Juliet match’d, is now nc. fair. 

Now Romeo is beloved and loves again, 

Alike bewitched by the charm of looks. 

But to his foe supposed he must complain. 

And she steal love’s sweet bait from fearful hooks: ii;o. 


Being held a foe, he may not have access 

To breathe such vows as lovers used to sweai ; 


And she as much in love, her means much less 
To meet her new beloved any where. 

But passion lends them power, time means, to meet, 155 

Tempering extremities with extreme sweet, \Exit Chorus. 


145. forivkicir^ 'tvhich Steev. ( 1 793)> 
Har. Sing. (ed. l), Haz. 

groan\l for\ groned Q^. groaned 
tore Rowe, &c. Capell. groaned Camp. 


156. Coll. Tefttpring 

Tempering F^, Theob., &c. Capell, Var. 
Knt. Sta. White, Ktly. 7 'efjifting 
Tempting F^F^, Rowe, Pope. 


Enter Chorus] Johnson. The use of this Chorus is not easily discovered. It 
conduces nothing to the progress of the play, but relates what is already known, or 
what the next scene will show; and relates it without adding the improvement of 
any moral sentiment. \^Sing, (ed. l). 

Ulr. This is one of those * witJiout-book prologues^ to which reference was made 
in I, iv, 7. It is so empty, prosaic, and barren, and so wholly pointless, that in my 
opinion it is impossible that it could ever have flowed from Sh.’s pen. 

144. gapes] W. L. Rushton {pSh's Testamentary Language,* 1869, p. 29). 
Swinburn’s * Brief e Treatise of Testaments and Last Wittes^ *S90f contains many 
uncommon words, or common words having an uncommon sense, which are used by 
Sh. — e.g,, ‘the testator is afraid to oflende such personnes as doo gape for greater 
bequests than they have deserved,* p. 23. Again, speaking of testaments * made by 
flatterie,’ Swinburn says, p. 243 : * I: is an impudent part still to gape and crie upon 
the testator.* 

145. Fair] Mal. This was formerly used as a substantive, and was synonymous 
to beauty. [ Sing. Iluds. 

Steev. In the present instance it is a dissyllable. [Sing, 

145. groan’d for] Mal. This kind of duplication was common in Sh.’s time. 
[White.'] In As You Like It, II, vii, 139: ‘the scene wherein we play in,* 
[Buds, 

148. bewitched] Del. This refers, by an incomplete construction, to both lover* 
although only one is mentioned. 

8 
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ACT 11. 


Scene I. A lane by the wall of Capulets orchard. 


Enter Romeo, alone» 


Rom, Can I go forward when my heart is here ? 

Turn back, dull earth, and find thy centre out. [//r climbs the 

wall^ and leaps dozvn zvithin it. 

Enter Benvolio with Mercutio. 

Bcji. Romeo ! my cousin Romeo ! Romeo ! 

Mcr, He is wise ; 

And, on my life, hath stol’n him home to bed. 

Ben. He ran this way, and Icap’d this orchard wall : 5 

Call, good Mercutio. 


Act II. Scene i.] Han. Scene ii. 
Rowe, Pope. Act ii. Theob. Scene 
III. Capell. Scene i. Ulr. Carnbr. 

A lane...] Carnbr. The Street. Rowe. 
Wall of Capulcl’s Garden. Capell. An 
open Place, adjoining Capulet’s garden. 
Var. et cet. Capulet’.s Garden, adjoining 
the House. While. Verona. An o]>en 
place adjoining the wall of CapulePs 
Orchard. Dyce (cd. 2). 

2. thy\ Q(iP,. my Rowe. 


[He.. .it.] Steev. (1793). om. 
QqFf. Exit. Rowe, &c. Leaps the 
Wall. Capell. He climbs the wall, and 
leaps down. Mai. He approaches the 
house. White. 

3, my'\ why^ Capell. 

Eomeo t Romeo !'\ QqFf. Ro- 
meo / Pope, &c. Capell, Var. Knt, 
Dyce, Cham. Clarke, Carnbr. 

3, 4. JIe...bed.'\ One line in Qq. 


2 . dull earth] Clarke. Romeo’s epithet for his small world of man, the earth- 
lier portion of himself. 

2. thy centre out] Del. Sh. has this same simile elsewhere. In Tro. and 
Cress. t III, ii, i86, and in the (146th) Sonnet: ‘Poor soul, the centre of my sinful 
earth.’ 

Sing. (ed. 2). This seems to be one of the many instances of Sh.’s apparent intu- 
itive feeling for correcter scientific views than were current in his day. The idea 
suggested is of the earth — symbol of tlie earthly body — at its aphelion, or the point 
of its orbit most remote from the sun, returning to it again by the force of gravita- 
tion to the common centre of gravity. •' 

5. orchard] Sing. [y«/. Oj., II, i]. Orchard and garden appear to have been 
synonymous. The former was written hort-yard^ and does not point to the Latin 
hartusi but is derived from the Saxon ortyeard, which is itself put for wyrtyeard^ a 
place for herbs. 

Craik {^Eng. of Sh.l p. 145). It is probable that the words Orchard and Garden 
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Mer, Nay, I’ll conjure toe. — 

Romeo! humours! madman! passion! lover! 

Appear thou in the likeness of a sigh ! 

Speak but one rhyme, and I am satisfied ; 

Cry but ‘Ah me !’ pronounce but ‘love’ and ‘dove;’ 10 

Speak to my gossip Venus one fair word, 

One nick-name for her purblind son and heir, 

Young Adam Cupid, he that shot so trim 

6. Mer. Nay...too\ Continued to (wf / Pope, Capell, I^yce, Ct.mbr. 

Ben., Q,Q3Ff. om. Hunter. pronounce] (QJQ^Qj. prouaunt^ 

7. Romeo Romeo. Ro- 0^2^^ Prouanty F^. Conply F^F^F^. 

tneoy Qg. Mer. Romeoy Q^Q^F^F^. Mer. couple Rowe, &c. Capell, Har. Camp. 
Romeo F^^F^. Why^ Romeo ! Pope, &c. Corn. Haz. 

Hear y Romeo! Mommsen conj. dove] (Q^) Pope, day Q^^Q^Ff, 

humours !.... lover !] Humour's- Rowe, die dye 
madman! Passion-lover Sing. (ed. 2). 12. for] to Qg. 

madman] madam heir] her Q^Q^Ff, Rowe. 

lover!] Liver! Hunter. 13* Adam] Steev., 1778 (Upton 

9. one rhyme] one rime on conj.), Dyce (ed. 2). Abraham: 

rime one time F^^F^F^, Rowe, one Q^. Abraham Q^FfQ^, Rowe, &c. Ca- 

ryme Qg. pell, Xnt. Ulr. Sta. Hal. auborn Theob. 

10. Cry but * Ah me !^] Theob. (ed. conj. auburn Dyce (ed. i), Huds. 

2). Cry but ay mCy Qq. Cry me but White, Cham, abram Dyce conj. 

Wi?, Fj, Rowe. Cry me but ay me y¥^ trim] (QJ Steev. true QqFf, 

Fg. Cry me but aim^ F^. Cry but Ay Rowe, &c. Capell. 


were commonly understood in the early part of the 17th century in the senses which 
they now bear; but there is nothing in their etymology to support the manner 
in which they have come to be distinguished. ... A Garden (or yard, as it is 
still called in Scotland) means merely a piece of ground girded or enclosed; 
and an Orchard (properly Ortyard) is, literally, such an enclosure for worts 01 
herbs. 

7. humours] Clarke. Plere used in the sense of ‘ amorous fancies,* * enamoured 
whimsicalities.* 

7. lover !] Sing. (ed. 2). There can be no doubt that Mercutio meant to call 
Romeo, ‘ ITumour’s-madman ! Passion-lover!* in his invocation. He would hardly 
call him I/umourSy and Passion^ and Lover. 

10. pronounce] Sing. Steevens endeavors to persuade himself and his readers 
that provant mny be right, and means providcy furnish. \Knt.y substantially. 

13. Adam Cupid] Upton. Sh. wrote * Young Adam Cupid,’ &c. The printer 
or transcriber gave us this ^ Abram, mistaking the d for br, and thus made a passage 
direct nonsense which was understood in Sh.’s time by all his audience ; for this 
Adam was a most notablj archer, named Adam Bell, who for his skill became a 
proverb. In Much Ado, I, i : * And he that hits me, let him be clapped on the 
shoulder, and called Adam.* 

Steev. In Decker’s Satiromastix is a reference to the same archer : ‘ He shoots 
his bolt but seldom, but when Adam lets go he hits.* * Pie shoots at thee too, 
Adam Bell.* \^Sing. 
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When King Cophetua loved the beggar-maid ! — 

He heareth not ; he stirreth not ; ' he moveth not ; 1 5 

13, 14. Yourtg„.,maid'\ ** Young 15. he sHrreiJi] he strive fk stir- 

Abraham^* — Cupid.. „maid^* Hunter reth Steev. (1793), Camp. Ilaz. 
conj. moveth^ moves Han. 


Knt. The change of Abraham into Adam is uncalled for. Abraham conveys 
another idea than that of Cupid’s archery, which is strongly enough conveyed. The 

* Abraham’ Cupid is the cheat — the ‘Abraham man’ — of our old statutes. 

Hunter. There seems not the smallest reason for substituting ‘Adam’ for ‘Abra- 
ham,’ which, as a nickname of Cupid, has something more of humour about it. 

Dyce (‘yf Few Notes* &c., p. 109, 1853). Capell hazarded the strange conjec- 
ture that as ‘ Cophetua was a Jew king of Africa, Sh. might make the Cupid that 
struck him a Jetv Cupid’ [i.e., ‘Abraham’]. Notes, &c., vol. ii, P. iv, p. 7. . . . 
That Sh. here had an eye to the ballad of King Cophetua and the Beggar-Maid is 
certain. But the ballad contains nothing to countenance, in the slightest degree, the 
reading ‘Adam Cupid.’ In Soliman and Ferseda^ 1599, we find: ‘the eldest 
Sonne of Pryam, That a ///-coloured Troion ?’ Sig. H 3. In Middleton’s Blurt, 
Master Constable, 1602: ‘A goodlie, long, thicke; Airam-co\o\ir*d beard.’ Sig. D. 
And in Coriolanus, H, iii, according to : ‘ not that our heads are some 

browne, some blacke, some — there being hardly any reason to doubt that in 

these passages * abraham* (or * Abram*) is a corruption of * abron* — i. e., ' a^ibum* 
Is then the right reading in the present line, ‘Young abram [or auburn'] Cupid,’ 
Sh. having used ^ abram* for ‘ aul)urn-/^rtr/V’r/,’ as the author of Soliman and Perseda 
has used ^ abraham-zo\Q^xxtd Troion’ for ‘Trojan with auburn-coloured hair?* 
Eveiybody familiar with the Italian poets knows that they term Cupid, as well as 
Apollo, ‘ T 1 biondo Dio ;’ and \V. Thomas, in his Principal Rtdes of the Italian 
Crammer, &c., gives ^Biondo, the abcrne [i. e., auburn] colour, that is betwene 
white and yelow.’ ed, 1567. In The Two Gent., IV, iv, 1 94, * auburn* means 
yellowish. 

Dyce (ed. i). That here ‘Abraham’ is merely a corrupted form of ^auburn* I 
now feel more confident than when I made the foregoing note. 

Coll. (ed. 2), This [Dyce’s note] is, indeed, to use Mr. Dyce’s own strong 
words {^Pcmarksl p. 167), to ‘chronicle a wretched conjecture,’ for where, in Eng- 
lish, is Cupid called ^auburn Cupid’? 

Dyce (ed. 2). Mr. Grant White estimates my conjecture very differently, — he 
adopts it. 

White. That ‘ Abraham’ is a mere error, or, rather, superfluous and mistaken 
sophistication of ‘abram,’ — itself one of the numerous modes of .spelling ‘auburn’ 
of old, — seems undeniable. ‘ Auburn’ was spelled auburne, aubome, aubrun, abeme, 
abron, abrun, abran, abram, and (consequently) sometimes Abraham. See the fol- 
lowing instances : ‘ Her black, browne, aubume, or her yellow hayre.’ — Drayton’s 
Moone Calf, p. 164, ed. 1627. ‘ Idght auborne, subfavus^ — Baret*s Alvearie, 1580. 

* He’s white hair’d. Not wanton white, but such a manly colour Next to an 

aubrun.* — Two Noble Kinsmen, IV, ii. ‘And on his Abron head hore haires peerd 
here and there among.’ — Golding’s Ovid, fob 157 b.,ed. 1587; fob 151 b., ed. 1612. 
‘ They [persons of sanguine temperament] are very hairy ; their head is commonly 
abran, or amber coloured; so their bcf rds.’ — Optick Glass of Humours, 1630, p. I16. 
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The ape is dead, and I must conjure him. — 

I conjure thee by Rosaline’s bright eyes, 

16. and'\ om. F,, Momm. 

The printing of Abraham for Abram was very likely td oc^^ur from the fact that the 
name of the * father of the faithful’ occurs in both forms in Gen. xvii, 5. 

Halliwell. The idea of Adam Cupid in this [Upton’sJ sense seems forced. The 
form [abrakam for auburn^] is certainly met with In our old writers. ‘ By the elev- 
enth house you can judge of what haire he shall be of, of a browne or Abraham 
colour, as the English; of a yellow, as the Dane.’ — Melton's Astrclogaster^ 1620. 

Ktly. I incline to the reading, first given by Upton, with an allusion to Adam 
Bell, and I think there may be another to Adam, the first man ; for Sh. may have 
known that in classic mythology Love was the first of beings. There would be 
humor, then, in * young Adam’ denoting the union of youth and age. 

14. beggar-maid] Mal. The ballad here alluded to is ‘ King Cophetua and the 
Beggar-maid,’ or, as it is called in some old copies, * The Song of a Beggar and a 
King.’ The following stanza Sh. had particularly in view : 

* The blinded boy thdt shoots so trim^ 

From heaven down did hie, [‘so high,* ColL (ed. 1).] 

He drew a dar: and shot at him. 

In place where he did lie.’ [Sing, Coll, Verp. Huds. 

Nares. The song is extant in Percy’s Reliques, vol. i, p. 198, and is several times 
alluded to by Sh. and others. The name of the fair beggar-maid, according to that 
authority, was Zenelophon, but Dr. Percy considered that as a corruption of Penclo- 
phon, which is the name In the ballad. ... It has been conjectured that there was 
some old drama on this subject, from which, probably, the bombastic lines spoken 
by Ancient Pistol were quoted : 2 Hen. IV : V, iii, 100, loi. The worthy monarch 
seems to have been a favorite hero for a rant. 

Knk'.iit. This ballad was amongst the most popular of old English ballads, allu- 
sions to which were familiar to Sh.’s audience. Upon the authority of learned Mas- 
ter * Moth,’ in Love’s Lab. L., 1 , ii, 114, it was an ancient ballad in Sh.’s day. We 
have two versions of this ballad ; the one in * A Collection of Old Ballads’ quoted 
by Grey in 1754’ (ed. 2.)], the other in Percy’s Reliques. Both of these composi- 
tions appear as if they had been ‘ newly writ o’er’ not long before, or, perhaps, after 
Sh.’s time. [A stanza of each is subjoined by Knight.] Ed. 

Camur. Pope was the first commentator who called attention to the ballad which 
is alluded to in this passage, and it is remarkable that, with all his partiality for (Q,), 
he did not adopt the reading ‘ trim,’ found both there and in the ballad. Percy, in a 
note to the ballad printed in his Reliques^ conjectured that Sh. had written ‘ trim,* 
not * true,* apparently without knowing that the word was found in (Q,). Capell, in 
his note, says that he had retained * true’ in his text, owing to his not having observed 
the authority for the other reading. 

Halliwell gives th#j ballad at length from Johnson’s Crowne Garland of Goulden 
Roses, 1612. 

16. ape] Mal. This phrase was frequently applied to young men, in Sh.’s time, 
without any reference to the mimickry of that animal. It was an expression of ten- 
derness, like poor fool, Knt. Huds.'] Nashe, in one of his pamphlets, men- 

tions his having rear Lyly’s Euphues when he was a little ape at Cambridge. [Nai. 

8 * 
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By her high forehead and her scarlet lip, 

By her fine foot, straight leg and quivering thigh, 

And the demesnes that there adjacent He, 20 

That in thy likeness thou appear to us ! 

Ben. An if he hear thee, thou wilt anger him. 

Mer. This cannot anger him ; ’twould anger him 
7 b raise a spirit in his mistress* circle 

Of some strange nature, letting it there stand 2 $ 

Till she had laid it and conjured it down ; 

That were some spite ; my invocation 
Is fair and honest, and in his mistress* name 
I conjure only but to raise up him. 

Ben. Come, he hath hid himself among these trees, 30 

To be consorted with the humorous night. 

Blind is his love, and best befits the dark. 

Mer. If love be blind, love cannot hit the mark. 

Now will he sit under a medlar-tree. 

And wish his mistress were that kind of fruit 35 


22. An] An' Tlieob. (ed. 2). And 
QqFf. 

24, 28. mistress'] Theob. mistress's 
F^, Rowe, Pope. 

25, there] om. F,. 

27, 28. As in Capell. Two lines, 
ending sfight^ name, QqFf, Rowe, end- 


ing A, name Pope, &c. 

28. fair and honest] Honest and 
fair Pope, &c. 

and in] in Q^. 

30. these] those (Q,) Capell, Var. 
(Corn.) Sing. Sta. Ktly. 

35. that] such Capell. 


Del. In Macbeth IV, ii. Lady Macduff calls her little son ‘ poor monkey.* 

18. high forehead] White [Note on Tivo Gent, IV, iv, 198]. ‘Forehead* was 
formerly used, as it now too often is, for ‘ brow;’ and to the beauty of a broad low 
brow (which may exist with a high fore-head, as we see in the finest antique statues) 
the folk of Sh.’s day seem to have been blind. Perhaps in this, too, they paid their 
court to the bald-browed Virgin Queen. There are fashions even in beauty. 

21. likeness] Del. Romeo must appear in his own person, not, perad venture, 
as the exorcism began with, ‘ in the likeness of a sigh.* 

31. humorous night] Steev. That is, the the moist night. 

Knt. PWj>. Ilnds.] Chapman uses the word in this sense in his Homer, b. ii, ed. 
1598: ‘I'he other gods and knights at arms slept all the humourous night.* In 

Drayton’s Polyolbion, Song 13th : ‘ which late the humourous night Bespangled 

had with pearl.’ In his Barons’ Wars, Canto i : * The humourous fogs deprive us 
of his light.* \^Sing. Hal. 

Mal. In Meas. for Meas. we have, ‘the vaporous night approaches.* [Sing. Hal, 
Del. In an ambiguous sense ; moist and capricious^ full of such humours as cha- 
racterize lovers, and as whose personification Merc, had just conjured Rom. under 
the collective name ‘ humours.* 
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As maids call medlars when they laugh done. — 
O, Romeo, that she were, O, that she were 
An open et cetera, thou a poperin pear ! 


36. AsJ Which Rowe, &c. 

37, (?,... O,] Ah,., .ah, Capell. 

37 1 38* om. Pope, &c. Har. Sing, 
(ed. i), Knt. Camp. Com. Ilaz. Verp, 
Cham. 


38. op t cetera, thou\ Mai. 
open, or thou opeti 6^ catera, 

and thou Q^. f^pen and catera, and thou 
Qg. open — or thou Rowe, oper — , and 
thou Capell. 


S. Wai.ker. Jonson, Cynthia’s Revels, i, 1 . Gifford, vol. ii, p. 237 : ‘ The humour- 
ous air shall mix her solemn tunes With thy sad words.* Gifford, ‘ Humourous here 
means moist, flaccid from humidity, flexible, &c.* 

36. laugh alone] Knt. There are two lines here omitted by Steevens, which 
Malone restored to the text. The lines are gross, but the grossness is obscure, and 
if it were understood, could scarcely be called corrupting. The freedoms of Mer- 
cutio arise out of his dramatic character; his exuberant spirit betrays him into levi- 
ties which are constantly opposed to the intellectual refinement which rises above 
such baser matter. But I’ope rejected these lines, — Pope who, in the Rape of the 
Lock, has introduced one couplet, at least, that would have disgraced the age of 
Elizabeth. We do not print the ^wo lines of Sh., for they can only interest the ver- 
bal critic. But we distinctly record their omission. As far as we have been able to 
trace, — and we have gone through the old eds. with an especial reference to this 
matter, — these two lines constitute the only passage in the original eds. which has 
been omitted by modern edd. With this exception there is not a passage in Sh. 
which is not reprinted in every ed. except that of Bowdler’s. And yet the writer in 
Lardner’s Cyclopcedia (Lives of Literary and Scientific Men) has ventured to make 
the following assertion : * Whoever has looked into the original editions of his dramas 
will be disgusted with the obscenity of his allusions. They absolutely teem with 
the grossest improprieties, — more gross by far than can be found in any contemporary 
dramatist.’ The insinuation that the original editions contain improprieties that are 
not to be found in modern editions is difficult to characterize without using expres- 
sions that had better be avoided. 

Del. (^Lexikojt'). These lines, which are perfectly in keeping with Mercutio’s 
character, and are to be found in all the old eds., have hurt, the delicacy of some of 
the English critics to such an extent, that the latter have omitted them from the text, 
which without them is unintelligible, in order thereby to give them the greater 
prominence in their notes. 

[For further reference to the article in Lardner’s Cyclopaedia see Brown’s *Auttr- 
biographical Poems of Sh' p. 215.] Ed. 

38. poperin] Mal. Poperingue is a town in French Flanders two leagues dis- 
tant from Ypres, from whence the Poperin pear was brought into England. What 
were the peculiar qualities of a Poperin pear I am unable to ascertain. The word 
was chosen, I believe, n^erely for the sake of a quibble which it is not necessary to 
explain. {^Dyce. 

Steev. This pear is mentioned in the Wise Woman of Hogsdon, 1638: ‘What 
needed I to have grafted in the stock of such a choke-pear, and such a goodly 
poprin as this to escape me ?’ Again, in A New Wonder, a Woman Never Vexed, 
1632 ; ‘ I requested him to pull me A Katherine Pear, and, had I not look’d to him, 
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Romeo, good night. — I’ll to my truckle-bed ; 

This field-bed is too cold for me to sleep; 40 

Come, shall we go ? 

B^//. Go, then ; for *tis in vain 

To seek him here that means not to be found. 

Scene IL Capulefs orchard. 

Enter Romeo. 

Rom, He jests at scars that never felt a wound. — 

[Jidiet appears above, at a window. 

40. sleep\ sleep in Klly. den. Rowe. Cnpulet’s garden. Theob. 

41. 42. Go...fotwd.'\ Pope. Two Enter Romeo.] Rowe. om. QqFf, 

lines, tlie first ending he 7 'e, QqFf, Row'e. White. 

42. [Exeunt.] Q^FfQj. Exit. Q3Q3. i- [Juliet...] Rowe (after line 3). 

Scene ii.] Han. Scene hi. Rowe. White (after line 2). Enter Juliet, above. 

Scene iv. Capell. om. White. Capell. 

Capulefs orchard.] Globe ed. A gar- 

He’d have mistook, and given me a popperine In the Atheist’s Tragedy, by Cyril 
Turner, ,161 1, there is much conceit about this pear. I am unable to explain it with 
certainty, nor, indeed, docs it appear to deserve explanation. Thus much may safely 
be said; viz., that our pear might have been of French extraction, as Poperin was 
the name of a Parish in the marches of Calais. So, in Chaucer’s Rime of Sire 
Thopas, ver. 13,650: * In Flandres, al beyonde the see, At Popering in the place.* 

IHaK 

39. truckle-bed] Nares. A small bed made to run under a larger; quasi 
trocle-bed, from trochlea, a low wheel or castor. It was generally appropriated to 
a servant or attendant of some kind. This bed was the station of the lady’s maid, 
and of the page, or fool, to a nobleman, and was drawn out at night to the feet of 
the principal bed, wdiich was sometimes termed the standing-bed, as in Merry Wives, 
IV, V. IDyce. 

Knt. The furniture of a sleeping-chamber in Sh.*s time consisted of a standing- 
bed and a truckle-bed. (See Merry Wives, IV, v, 6.) The former was for the 
master, the latter for the servant. It may seem strange, therefore, that Mercutio 
should talk of sleeping in the bed of his page ; but the next words, — ‘ This fields 
bed ^ — will solve the difficulty. The field-bed, in this case, was the ground ; but the 
field-bed, properly so called, was the travelling-bed, — the lit de champ, — called in 
old English the * trussyng-bedde.* The bed next beyond the luxury of the trussyng 
bed was the truckle-bed ; and therefore Sh. naturally takes that in preference to the 
standing-bed. [Ifuds. Hal. ^ 

Ulr. Mercutio simply means to say that he himself prefers at night movement 
{truckle-htAs were provided with rollers) to standing still, and at all events his bad 
‘ truckle-bed* to the * field-bed.* 

I. Rom.] Coleridge Rem.,' vol. ii, p. 154, ed. 1836). Take notice, in 

this enchanting scene, of the contrast of Romeo’s love with his former fancy, and 
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But, soft ! what light through yonder wir dow breaks ? 

It is the east, and Juliet is the sun ! — 

weigh the skill shown in justifying him from his incousUi.cy ly making us feel the 
difference of his passion. Yet this, too, is a love in, although not merely of, the 
imagination. [ Verp. Huds. 

Sta. It has been disputed whether Romeo, overhearing Mercutio’s banter, refers 
to that, or to his having believed himself, before he saw Juliet, so invincible in his 
love for Rosaline, that no other beauty could move Jiim. We feel no doubt that the 
allusion is to Mercutio ; indeed, the rhyme in fotmd and wound seems purposely 
intended to carry on the connection of the speeches ; and at this moment Rosaline 
is wholly forgotten. 

White. In the Qq and Ff, from the beginning of this Act to the entrance of the 
FriaVy there is not the slightest implication of a supposed change of scene, but 
rather the contrary; and the arrangement in question [Rowe’s] seems to have been 
the consequence of an assumption that BenvoUds remark (IT, i, 5 ) is made on the 
outside of the wall ; whereas the text rather implies that the whole of this Act, from 
the entrance of Romeo to his exit after his interview with Juliet y j)asses within 
garden ; for after the stage direction, Romeo alone* (which has a 
like particularity in all the old copies), Romeo says, ‘ Can I go forward while my 
heart is here d — not in the street, r outside the wall, but herCy ^ the dwelling-place 
of his love, which is before his eyes. After he speaks the next lines, the old copies 
(from the absence of scenery) could not direct him to ‘ climb the wall and leap down 
within it but, had he been supposed to do this, some intimation would have been 
given that he was to go out of eye-shot of Mer. and Benv. ; as, for instance, in 
Love’s Lab. L., where (IV, iii) Birone is supposed to mount a tree, we have the 
direction, ‘//<? steps aside' But in the present case nothing of the kind appears, even 
in the notably particular indications of (Q,)» Again, Benvolio's remark that Romeo 
‘ hath hid himself among these trees' must surely be made within the enclosure where 
Romeo is, unless we suppose Benv. able to see farther into a stone wall than most 
folk can ; while what he previously says about this orchard wall’ means merely the 
wall of this orchard (as in Romeo's after speech, line 66 ), and implies no particular 
nearness of the barrier. Finally, in QqFf we find that the last line of Benvolio'l 
last speech and the first of Romeo's soliloquy make a rhyming couplet, and are 
printed together without any direction for the entrance of Romeo. 

Therefore 1 have felt obliged to vary from the previous modern arrangement of 
this Act, and to make but one Scene of what has been made by other editors two. 
It has also been the custom hitherto to direct Juliet to appear before Romeo's excla- 
mation at seeing the light. I have a purpose in making him see the light (as he 
naturally would) before he sees Juliet, which, to those who share my appreciation 
of the passage, will excuse what may seem to others a trifling, if not a needless, change. 

Camhr. As there is no indication in the Qq and PT of Romeo’s entrance here, 
it is not impossible that in the old arrangement of the scene the wall was rep- 
resented as dividing the stage, so that the audience could see Romeo on one side 
and Mercutio on the other. It is clear from the first line of Romeo’s speech that he 
overhears what Mercutio says; and though we have not altered the usual arrange- 
ment, we cannot but feel that there is an awkwardness in thus separating the two 
lines of a rhyming coujilet, 

3 . the sun] Douce. This line in particular, and perhaps the whole scene, has 
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Arise, fair sun, and kill the envious moon, 

Who is already sick and pale with grief, 5 

That thou her maid art far more fair than she. 

Be not her maid, since she is envious ; 

Her vestal livery is but sick and green, 

And none but fools do wear it ; cast it off. — 

It is my lady; O, it is my love! 10 

O, that she knew she were ! — 

She speaks, yet she says nothing ; what of that ? 

Her eye discourses ; I will answer it. — 

I am too bold, ’tis not to me she speaks. 

Two of the fairest stars in all the heaven, 15 

Having some business, do intrcat her eyes 


8 . vestal livery] vestal-livery Ktly. 
conj. 

sick] pale (QJ Sing. (ed. 2), 
White, Dyce (ed. 2), Ktly. white Coll, 
(ed. 2) (MS.), Ulr. 

9. [Juliet steps out upon a balcony] 


White. 

10, II. As in Johns. One line, Qq 
Ff. om. (Q,) Pope, &c. 

11. were] is Seymour conj. 

15. in all] of all Rowe, &c. 

16. do] to Qg. 


been imitated by the author of the Latin Comedy of Labyrinthus. In Act III, iv, 
two lovers meet at night, and the Romeo of the piece says to his mistress, ‘ Quid 
mihi noctem commemoras, mea salus ? Splendens nunc subito illuxit dies, ubi tu 
primum, mea lux, oculorum radiis hasce dispulisti tenebras.* This excellent play 
was acted before James I at Cambridge, and for bustle and contrivance has perhaps 
never been exceeded. 

7. maidj Johnson. Be not a votary to the moon, Diana. \^Sing. Knt. Ilaz. Huds. 

8. sick and green] Coll. [*Notes and Emend.']. ‘White and green’ had been 
the royal livery in the reign of Henry VIII, but Elizabeth changed it to scarlet and 
black ; and although motley was the ordinary dress of fools and jesters, it is capable 
of proof that, earlier than the time of Sh., the fools and jesters of the court (and 
perhaps some others) were still dressed in ‘ white and green thus it became pro- 
verbially the livery of fools. Will Summer (who lived until 1560, and was buried 
at Shoreditch on the 15th of June of that year) wore ‘white and gieen,* and the 
circumstance is thus mentioned in * Certain Edicts of Parliament,’ at the end of the 
edition of Sir Thomas Overbury’s ‘Wife,’ in 1614: ‘Item, no fellow shall begin to 
argue with a woman, &c., unless he wear white for William and green for Summer’ — 
that is, unless he be a fool like Will Summer. In Fox’s ‘Acts and Monuments,’ iii, 
1 14, a story is told of a jjerson, who, noticing the colors in which St. John had been 
painted by the Papists in St. Paul’s, said, ‘ I hope ye be but a Summer's bird, in that 
ye be dressed in white and green.' Skelton wore ‘white and green’ because he was 
the royal jester, though he also assumed the rank of laureat. In the time of Sh. it 
may have been discontinued as the dress even of court fools, but it may have been 
traditionally so considered. [ White, Dyce (ed. 2). 

Sing. {Sh. Vindicated, p. 231, 1853). The substitution of white for ‘sick’ is quite 
unnecessary and inadmissible, for sick could never be a misprint for white. To be 
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To twinkle in their spheres till they retu n. 

What if her eyes were there, they in her head ? 

The brightness of her cheek would sham'' tho^e stars, 

As daylight doth a lamp ; her eyes in heaven 20 

Would through the airy region stream so oright 
That birds would sing and think it v^ere not night. — 

See, how she leans her cheek upon hei hand ! 

O, that I were a glove upon that hand, 

20. ^jyes] (Qj) Pope, QqPt, Cham. 

Rowe, Capell, Van Knt. Del. Sta. 22. za^re] was Seymour conj. 

sick is to be pale in Sh.*s language; thus, ^sicklied o’er with the pale cast of 
thought,* &c. &c. 

Del. The copula here joins what is one substantive idea : green-sickness — i. 
an ailment of languishing young girls. 

Sing. (ed. 2). Sick v^a.s caught from the line above. 

White. *Sicke and greene’ — a strange combination of colors in a livery, though a 
color might be described as sick. But it has hitherto been adopted without question, 
I believe, and the variation of texts has remained unnoticed. The compositor ap- 
pears to have been confused by a reminiscence of the epithets applied to the moon 
in the third line above, and perliaps also by a passing thought of green-sickness 
which they suggested, and so repeated the first instead of the second of those epi- 
thets. Collier (MS.) offers a violent though specious change, which is made 
entirely unnecessary by the reading of (Q,), and which yet gives an independent 
support to that reading. So also does Macbeth, I, vii, 37. 

Dyce. (ed. 2). Whichever epithet [pale or sick] we prefer, there will still be a 
slight awkwardness, as l)oth words occur three lines above; but pale is doubtless the 
more proper epithet here. 

9. cast it off] White. We know, from Mdiat Romeo says in line 27, that Sh. 
imagined Juliet to be at an elevated window or balcony, although no old copy has a 
stage-direction to that effect. Our old stage, in spite of its lack of scenery, per- 
mitted this scene to be pl.ayed with a very exact likeness to reality. Juliet could 
appear at the window, which opened on the balcony at the back of the stage, draw 
the curtain, and, after pausing a few moments, as a girl would naturally do under 
the circumstances (during which her lover might, though feeling sure, be unable to 
see surely, who it was), step out upon the balcony. And so it doubtless was repre- 
sented, and should now be. For this gives a meaning to Romeo’s exclamations, * It 
is my lady ; O, it m my love !’ which seem somewhat superfluous, to say the least, if 
Juliet bolts right out when Romeo's attention is first attracted by the light from her 
window, according to modern custom on the stage and the supposition of modem 
texts. It is worthy of remark that these exclamations do not appear in (QJ. 

24. glove upon that hand] Halliwell. Steevens seems to think that this is 
imitated in Shirley’s Love Tricks, 1631 : ‘O that I were a flea upon thy lip;’ liut 
this opinion is disputed by Gifford, i, 57, as altogether untenable. The world, he 
observes, has had more than enough of this folly. The line in Sh. is not suscepti- 
ble of ridicule; whereas I have seen, and Steevens must have seen, scores of madri> 
gals of this date scarcely less ridiculous than the complement of Gorgon. 
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That I might touch that cheek ! 

Jul. Ay me ! 

Ro 7 n, ^ She speaks. — 25 

O, speak again, bright angel ! for thou art 
As glorious to this night, being o’er my head, 

As is a winged messenger of heaven 
Unto the white-upturned wondering eyes 

Of mortals, that fall back to gaze on him, 30 

When he bestrides the lazy-pacing clouds 
And sails upon the bosom of the air. 

Jul. O Romeo, Romeo ! wherefore art thou Romeo ? 

Deny thy father and refuse thy name ; 


25. Ay] QqFf, Capell, Dyce, Sta. 
Cambr. Ah Rowe ct cet. 

27. nii^hi] sight Theob. Warb. Johns. 
Capell, vSing. 

28. of] from Rowe, &c. 

29. white-upHtrned] Theob. (ed. 
2). white upturned O^Ff, Haz. white. 


upturned Ktly. wide, upturned Heussi 
conj. 

31. lazy-pacing] Pope, lasie pacing 
(Q,). lazie puffing QqFf {lazy 
lazy passing Coll. (ed. I.) conj. Ulr. 
Coll. (MS). 

33. Romeo?] Montague? Anon, 
conj.* 


25. touch] Coll. (ed. i). The (Q,) has kiss for ‘touch.* ‘Touch* seems the 
more delicate; but in a former scene Romeo had kissed Juliet. 

27. night] Theobald. The latter part of the simile seems to require, ‘As glo- 
rious to this sight? 

Sing. Theobald’s emendation appears warranted by the context. 

Del. The comparison with what follows is carried out in ‘ being o’er my head/ 
not in ‘ to this night,’ which would very inexactly correspond to ‘ unto the white up* 
turned eyes,’ &.c. 

Keichitley. Theobald’s emendation is most tasteless. 

31. lazy-pacing] Coll. (ed. i). The origin of the corruption in QqFf possibly 
was that in the manuscript from which Q^ was printed ‘ lazy-pacing ’ was written 
lazy-paffing, and the compositor misread the two ff for a double f [ White. 

White. ‘ The lazie puffing cloudes* affords such picturesque propriety of descrip- 
tion that it is only after much hesitation that I adopt the reading of (Q,), suggestive 
as that is ; for the lazy puffing clouds are the slow-moving cumuli that puff them- 
selves out into swelling breasts of rose-tinted white, and so have seemed to many a 
dreamy eye * the bosom of the air.* But the epithet ‘lazy-pacing,* aside from its 
beauty, has a strong hold in the word ‘ bestrides,* which precedes it, and a powerful 
auxiliary in a passage of that splendid outpouring of the extravagance of an over- 
heated imagination — Macbeth’s soliloquy, as he meditates the murder, where the 
same fancy recurs, though fitly varied. (Macbeth I, vii, 21.) And so, although be- 
tween two such readings an editor may be somewhat like Captain Macheaih between 
the two ladies who were so tenderly solicitous as to his fate, the impaired authority 
of the folio in this play allows, I think, the more immediate context and the collat- 
eral support of another unsuspected passage to decide the doubt. 
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Or, if thou wilt not, be but sworn my Ic'-e, 35 

And I’ll no longer be a Capulet. 

Rom, \Aside\ Shall I hear more, or shall I speak at this ? 
Jul, ’Tis but thy name that is my enemy ; 

Thou art thyself, though not a Montague. 


37. [Aside] Rowe. om. Capell, 
Coll. Ulr. Del. IIu<fs. White, Hal. 

39. Tkou,.,Montague\ QqFf, Rowe, 
Theob, Warb. liaz. Sta. White, Cambr. 
Knt. (ed. 2). om. (QJ Pope. ThouWl 
not thy self sOy though a ?Tountague 
Han. Capell. Thou art thyself then 
not a Montague Johns, conj. Thoti art 


thyself although a Montague (Ulr, 
adopts), or Thou art thyself though yet 
a Montague Ritson conj. Thou art 
thyself thought not a M niague Jack- 
son conj. Thou art thyself thou; not a 
Montague Anon, conj.* Thou art thy- 
self though y not a Montague Mai. Var. 
et cet. 


39. thyself, though] Mal. Thou art, howevery says Juliet, a being sui generisy 
amiable and perfect, not tainted by the enmity which your family bears to mine. 
According to the common punctuation, the adversative particle is used without any 
propriety, or rather makes the passage nonsense. Though is again used by Sh. in 
Mid-Sum. N. D., HI, ii, 343, in the same sense. Again in Tam. the Shrew, III, ii, 
26. Again in Henry VHI : H, i , 84. Other writers frequently use though for hoav^ 
ever, Juliet is simply endeavoring to account for Romeo’s being amiable and excel- 
lent, though he is a Montague. And to prove this she asserts that he merely bears 
the name, but has none of the qualities of that House. [Sta. Dyce (cd. 2). 

Knt. Juliet places his personal qualities in opposition to what she thought evil 
of his family. [Mr. Knight has this same note in both his first and last editions, 
although he has a diflerent punctuation in each.] Ed. 

Sta. [After quoting the last two sentences of Malone’s note, as above, adds] ; 
Nothing can be more foreign to her meaning. Her imagination is powerfully ex- 
cited by the intelligence she has just received: * His name is Romeo, and a Mon- 
tague T In that name she sees an insurmountable impediment to her new-formed 
wishes, and in the Hncicd apostrophe to her lover, she eloquently implores him tc* 
abandon it : 

‘ Deny thy father, and refuse thy name. 

• • • • • 

'Tis but thy name that is my enemy 
Thou art thyself though not a Montague.' 

That is, as she afterwards expresses it, you would still retain all the perfections which 
adorn you, were you not called Montague : ‘What’s Montague? it is nor hand nor 

foot,’ &c. ‘ O, be some other name.' One is puzzled to conceive a difficulty 

in appreciating the meaning, especially as the thought is repeated immediately after : 

* What’s in a name t that which we call a rose. 

By any other word would smell as sweet.* 

The same idea occurs in^Sir Thomas Overbury’s poem of ‘A Wife:’ ‘Things were 
first made, then words ; she were the same With or without that title or that name,' 

[Curiously enough, by what is evidently a misprint, in Mr. Staunton’s Lib. Ed. the 
text follows Malone’s punctuation.] Ed. 

White. Th.at is, as a rose is a rose, — ^has all its characteristic sweetness and 
beauty, — though it be not called a rose. Malone, with malice aforethought, and at 
9 G 



98 


ROMEO AND JULIET. 


[ACT II, SC. II 

40 


Whaf s Montague ? it is nor hand, nor foot, 

Nor arm, nor face, nor any other part 
Belonging to a man. O, be some other name ! — 

What’s in a name ? that which we call a rose 
By any other name would smell as sweet ; 

So Romeo would, were he not Romeo call’d, 4 $ 

Retain that dear perfection which he owes 
Without that title. — Romeo, doff thy name, 

And for thy name, which is no part of thee, 

Take all myself. 

Rom, I take thee at thy word : 


40. nor hand"] not hand F^, Rowe, 
Pope, Han. 

41,42. nor any. ..name 0 be 
tome other name Belonging to a man, 
QqFf, Rowe. 

42. Belonging.., .name'] om. Pope, 
&c. Capell. 

42. Belonging to a] Belonging Tay- 
lor conj. MS.* 

44. name] (Q,) Pope, word QqFf, 
Rowe, Ulr. Sta. 


47. title. Bomeoy] title: Romeo Q^, 
title ; Romeo t F^, Rowe, title ^ Romeo 
QaQ3Q4- RomeOy F^FJ^^. 

doff] quit Pope, &c. 

48. thy name] QqFf. that name 
(Qj) Rowe, Pope (ed. i), Han. Capell, 
Var. Huds. Dyce, Sta. 

49. [raising his Voice, and showing 
himself. Capell. Starting forward. Coll, 
(ed. 2), (MS). 


the instigation of Dr. Johnson, took the very life of the whole speech by his punc- 
tuation, and hitherto every editor since his day has made himself an accessory after 
the fact. 

Dyce. More recently the old punctuation of this line has been brought back, first 
by Staunton and next by Grant White, who have both defended it in notes which, I 
must confess, arc to me hardly intelligible. ‘ In this line, and the three following 
lines, we may, I think, discern traces of an abortive attempt (perhaps by Sh. him- 
self) to remove the impropriety of representing a Christian, and not a family, name 
as the name to be got rid of. These lines, at any rate, interrupt the natural connec- 
tion of the passage, and so far from slurring over the impropriety in question, they 
only render it more obtrusive. Sh. could scarcely have written * be some other 
name but conjecture would be thrown away on these four lines.* — W. N. Lettsom. 

41, 42. nor any . . . name !] Mal. The transposition now made needs no note 
to support it; the context in this and many other places supersedes all arguments. 
[Rht. Coll. Sing. (ed. 2). 

42. Belonging] Steev. For the sake of metre I am willing to suppose Sh. 
wrote, * 'Longing^ &c. \^Dyce (ed. 2). 

S. Walker. Qu. ‘ 'Longing t' a man.* Steevens also suggests [as above]. In 
the folio a little below we have behaviour for 'haviour. This part, however, is par- 
ticularly incorrect in that edition. The substitution of the full or longer form of a 
word for the abridged or shorter one is, I think, a not unfrequent error in the folio, 

44. name] Ulr. I cannot see why Sh., in order not to run ‘name* into the 
ground \todtzuhetzen\ should not, by way of variety, have written word^ which could 
heie very well supply the place of name. 
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Call me but love, and I’ll be new baptized ; $0 

Henceforth I never will be Romeo. 

JtiL What man art thou, that, thus bcjcreea’d in night, 

So stumblest on my counsel ? 

Ro 7 it, By a name 

I know not how to tell thee who I am. 

My name, dear saint, is hateful to myself, 55 

Because it is an enemy to thee ; 

Had I it written, I would tear the word. 

Jul, My ears have j^’et not drunk a hundred words 
Of that tongue’s utterance, yet I know the sound. — 

Art thou not Romeo, and a Montague ? 6o 

Rom, Neither, fair maid, if either thee dislike. 


53, 54. By., .am /] One line, Qq. 

5 8. yet not] not yet ( Q ^ ) CapcU, Var. 
Huds. Dyce, Sta. Clarke, Ktly. 

59. that... utterance] (QJ Ma’ thy 
,„uttering QqFf, Knt. Ulr. Del. Cambr. 
that... uttering Pope, &c. Capell, White. 


61. maid ..dhlike](^of^{. saint. ..dis- 
please (Qj) Pope, Coll. Huds. Hal. 
saint.... dislike Theob. &c. Capell, Var. 
(Corn.) Sing. Dyce, Clarke, Ktly. maid 
...mislike Anon, conj.* maid, ..displease 
White. 


49, word] Coll. (ed. 2). This stage-direction of the (MS.) probably denotes the 
natural and eager manner of the actor in the part of Romeo. 

55. saint] Del. This recalls their first meeting when, as a pilgrim, Romeo had 
thus greeted Juliet. 

53 , 57 * By a name .... word] Hartley Coleridge {^Essays^ &c., vol. ii, p. 
196, ed. 1851) : 

* If ’t be my name that doth thee so offend, 

No more myself shall be my own name’s friend ; — 

Say ’tis accursed and fatal, and dispraise it. 

If written, blot it ; if engraven, rase it.’ — 

Drayton : England*s Heroical Epistles, Henry to Rosamond. 

The number of passages in Drayton’s * Heroical Epistles’ almost identical witn 
lines of Sh. prove that the one must have been indebted to the other. I would 
accuse neither of plagiarism. Property was hardly acknowledged in Parnassus at 
that time. There might be no deception meant; marginal acknowledgments were 
not then appended to plays or poems. It was taken for granted that every writer 
availed himself of whatever was to his purpose. These resemblances, however, are 
for the most part in those early plays of Sh. which might have been written before 
1593, the date, according to Dr. Anderson, of Drayton’s ‘Heroical Epistles,’ the 
style of which throughout, both in the fashion of the language and constitution of 
the thought, is more Sh’^ than any I am acquainted with. What a pity that none 
of Drayton’s plays are extant ! What they might be in point of plot is hard to say, 
but in the and Stdvoia I doubt not they were truly dramatic. The Merry Devil 
of Edmonton does not read like him. It has none of the impassioned sententious- 
ness of his epistles, which arc a kind of monodrame. 

59. uttering] Mal. We meet with almost the same words as those here attrib- 
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Jul. How earnest thou hither, tell me, and wherefore? 

The orchard walls are high and hard to climb. 

And the place death, considering who thou art. 

If any of my kinsmen find thee here. 65 

Rom. With love’s light wings did I o’er-perch these walls. 
For stony limits cannot hold love out: 

And what love can do, that dares love attempt ; 

Therefore thy kinsmen are no let to me. 

JtiL If they do see thee, they will murder thee. 70 

Rom. Alack, there lies more peril in thine eye 
Than twenty of their swords : look thou but sweet, 

62. Two lines in Ff. Rowe, &c. Knt. Corn. Verp. Ulr. Del. 

66. Two lines in Ff. Sta. White. 

69. /<?/] (QJ Capell. stop QqFf, 72. Than twenty\ Than'* twenty Pd- 

len conj. MS. 


uted to Romeo in King Edward III, 1 596 : * His ear to drink her sweet tongue’s ut- 
terance.* 

61, maid] Ui-R. The simple * maid'* is to me more poetic than the constant repe- 
tition of the same flattery. 

White. ‘Faire sainf* was well changed to ‘fair maid,* both on account of the 
occurrence of ‘ dear saint ’ a few lines above, and in regard to the fitness of the ad- 
jective * fair.* 

61. thee dislike] Mal. This was the phraseology of Sh.*s time. So it likes me 
well for, it pleases me well. [•S'fwjf. 

M. Mason. Dislike here means displease. \Sing. 

Ulr. Sh. might have preferred ‘dislike* to displease, because with the latter 
nearly all the vowel sounds of the line are in e. 

62. This line is given as an example by S. Walker {*Vers' p. Ill), under his 
rule XI. : ‘ In Therefore and Wherefore the accent is shifted at pleasure from 
one syllable to the other. I ought rather to say the stronger accent, for the pronun- 
ciation is always therefore or therefore, never therefore. I have said that the accent 
is varied at pleasure ; perhaps, however, therefore is the more common pronuncia- 
tion.* (The accented capital letter is here used to denote the stronger accent. — 
W. N. Lettsom.) 

66. walls] Mal. So in The Hystory of Romeus and Juliet : 

* Approching nere the place from whence his hart had life, 

So light he wox he hpt the wall^ and there he spyde his wife, 

Who in the windotve watcht the cumming of her lorde.* 

68. love attempt] Ulr. In the preceding three lines,.! have deviated from the 
English eds., and printed the word Love, the first three times that it occurs, with a 
capital letter, because it appears to me indubitable that Romeo signifies in those 
three places the God of Love, and in the fourth place contrasts with it his own love. 
Only thus considered does the third line yield any clear sense. 

69. let] Mal. That is, no stop or hinderance. {^Sing. Ilaz, I/uds. 




ACT II, SC. ii.] 


ROMEO AND JULIET. 


lOI 


And I am proof against their enmity. 

Jul, I would not for the world they saw thee here. 

Roin. I have night's cloak to hide me ^^om their eyes ; 75 

And, but thou love me, let them find me here ; 

My life were better ended by their hate, 

Than death prorogued, wanting of thy love. 

yul. By whose direction fouiid'st thou out this place? 

Rom. By love, that first did prompt me to inquire ; 80 

He lent me counsel, and I lent him eyes. 

I am no pilot ; yet, wert thou as far 

As that vast shore wash'd with the farthest sea, 

I would adventure for such merchandise. 

yul. Thou know'st the mask of night is on my face, 85 
Else would a maiden blush bcpaint my cheek 
For that which thou hast heard me speak to-night. 

Fain would I dwell on form, fain, fain deny 
What I have spoke; but farewell compliment! 

Dost thou love me? I know thou wilt say ‘Ay,' 90 

And I will take thy word ; yet, if thou swear'st, 

75. eyes\ sight (QJ Capell, Var. vasf^ last Coll. (ed. 2), conj. 

(Corn,), Sing. Dyce, Clarke, Ktly. farthest'l fr'f^lhest (QJ Steev. 

76. AjzcI] An Anon, conj.* (i 793 )» Var. (Corn.), Dyce. 

80. love] Lovers Ktly. S4.. would] (Q^) Pope, should Qq 

that] %vho (Q,) Capell, Var. Sing. Ff, Rowe. 

Huds. Dyce, Clarke, Ktly. 89. compliment] complement QqF,. 

83. vast shore wash'd] vast shore complements (Qj)FjjF^F^, Rowe. 
washt Q^Qj. vast shore washeih Q,. 90. love me} /] Qq. Love? / F,. 

vast shore washet Q^. vast-shore-washet Love ? O I F^F^. Love ? O, I F^, 

F,. vast-shore: waskd vast-shore: Rowe. 

wash'd Fj. vast-shore^ wash'd F^. 

72. swords] Steev. Beaumont and Fletcher have copied this thought in The 
Maid of the Mill : * She bears an eye more dreadful than your weapon.* \_Sing, 

76. And but] Mal. And so thou do but love me, I care not what may befall 
me. \^Knt. 

Sing. But is here used in its exceptive sense, without or unless. \Huds. Sta, 

78. prorogued] Mal. That is, delayed, deferred to a more distant period. So 
in IV, i, 48. \^Sing. lluds. 

Sing. (ed. i). That is, * I have night to screen me;--ytf/ unless thou love me, let 
them find me here. It were better that they ended my life at once, than to have 
death delayed, and to want thy love.* \Huds. 

83. vast] S. Walker (^Crit.? vol. ii, p. 39). Lat., vastus^ empty, waste. 

89. compliment] M. Mason. That is, farewell attention to forms. \^Sing. Kni. 
Huds. 

Sta. Away with formality and punctilio I 

9 * 
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Thou mayst prove false; at lovers* perjuries, 

They say, Jove laughs. O gentle Romeo, 

If thou dost love, pronounce it faithfully ; 

Or if thou think’st I am too quickly won, 95 

ril frown, and be perverse, and say thee nay. 

So thou wilt woo ; but else, not for the world. 

In truth, fair Montague, I am too fond ; 

And therefore thou mayst think my ’haviour light. 

But trust me, gentleman. I’ll prove more true lOO 

Than those that have more cunning to be strange. 

I should have been more strange, I must confess. 

But that thou overhcard’st, ere I was ware. 

My true love’s passion ; therefore pardon me. 

And not impute this yielding to light love, 10$ 

Which the dark night hath so discovered. 


93. laughs\ laught F,. 

95. thou\ you Theob. Warb. Johns. 
think* st] Qg. thinkest The rest. 
think (Qj) Pope, &c. 

99. *haviour\ Rowe, haviour (Q,) 
F^FjF^, Mai. Har. Sing. Knt. Coll. 
Huds. Dyce, Hal. behaviour QqF^ (be- 


havior Q,. 

loi. more cunning"] (Q,) Pope, cey- 
coying Q^Q^, Johns. 
Ulr. more coyning F^F^F^. more coin- 
ing Rowe. 

104. true love*s\ true loves (Q,)FfQj 
truloue Qg. trueloue Q^. true loue Q^. 


93. Jove laughs] Douce. This Sh. found in Ovid’s Art of Love , — perhaps in 
Marlowe’s translation, book i : * For Jove himself sits in the azure skies, And laughs 
below at lovers* perjuries* [IJuds.] With the following beautiful antithesis to the 
above lines every reader of taste will be gratified. It is given memoriter from some 
old play, the name of which is forgotten : 

*lVhen lovers swear true faith, the list’ning angels 
Stand on the golden battlements of heaven, 

And waft their vows to the eternal throne.* [Sin^, Hal. 

Dyce Few Notes ^ p. no, ed. 1853). Malone (who would not allow that Sh, 
could read Ovid) observes that he might ‘ have caught this’ from Greene’s Meta^ 
morphosis. Yes ; and he might have found it in Italian : 

‘ Quel che si fa per ben Dio non aggrava, 

Anzi ride el spergiuro de gli amanti.’ 

Bojardo , — Orlando Innam., lib. I, c. xxii, st 4a. 

loi. Strange] Steev. That is, to put on affected coldness, to appear shy. [^Sing, 
Haz.] In Greene’s Mamillia, 1593: ‘Is it the fashion in Padua to he &o strange 
with your friends ?’ [^Sta. Hal. 

Ulr. To act or to be * strange* requires no special craft or cunning. To coy— 
that is, to be prim, demure, and therefore, coying primness, affected modesty, ending 
in a demure, reserved demeanor, appears to me to be much more suitable. 

Sta. To be coy, reserved. Thus in III, ii, 15, of the present Play. 

106. Which] Del. This docs not refer to ‘ light love,’ but only to ‘ k»ve’ alone^ 
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Rom, Lady, by yonder blessed moon I swear, 

That tips with silver all these fruit-tite tops, — 

yiiL O, swear not by the moon, th’ inconstant moon. 

That monthly changes in her circled orb, 1 10 

Lest that thy love prove likewise variable, 

Rom, What shall I swear by? 

Jul. Do not swear at all ; 

Or, if thou wilt, swear by thy gracious self. 

Which is the god of my idolatry, 

And ril believe thee. 

Rom, If my heart’s dear love — II5 

Jul, Well, do not swear. Although I joy in thee, 


107. blessed'] Qq. om. Ff, Rowe. 
swear] (QJ Mai. vow QqFf, 

Pope, &c. Capell, Del. Sta. 

108. tops^ — ] Capell. tops — Rowe. 
Tops, QqFf. 

109. th^ inconstant] the it onstant 


Capell from (Q,), Var. Knt. Sing. Dyce 
(ed. i), Sta. Ktly. 

inconstant] unconstant F,F^. 

1 13. gracious] glorious (Q^) White. 
1 15. heart's dear] true heart's (Q^) 
Pope, &c. 


107. swear] Ulr. Swear ^ although quite synonymous with vow, is required by 
the reply of Juliet. 

Del. The ascent from vow to swear in Juliet^s reply seems to have been intended 
by the poet. 

S. Walker. (*Crit.,' vol. i, p. 215). The folio omits blessed, and has vow for 
swear. Can this have originated in the Profanation Act? 

108. tips with silver] Iloi/r White. This image struck Pope: * The moonbeam 

trembling falls, And tips with silver all the walls.* — Imit, of Horace, Again, in the 
celebrated simile on the moon at the conclusion of the eighth book of the Iliad : 
‘ And tips with silver every mountain's head.* Verp, 

Verp. Tom Moore has put it to a profane use in the way of parody, when, alluding 
to the rouge with which his dandy sovereign used to disguise the ravages of age, he 
makes it, * tip his whiskers* top with red.* 

109. the moon] Hunter. This was a commonplace comparison when Sh. 
made it, and has been made more commonplace by his successful use of it. Thus 
Wilson, in his Rhetorique, chapter on Amplification, * as in speaking of constancy, 
to shew the sun who ever keepeth one course ; in speaking of inconstancy, to shew 
the moon which keepeth no certain course.* I have already remarked upon the 
resemblance of the moonlit garden of Verona to the moonlit garden of Belmont; 
both scenes among the most delicious creations of fancy. At Belmont the silver 
light of the moon fell upon a pair not unhappily united ; here it falls on an impas- 
sioned youth in the hour of his proudest exultation, soon to be followed by deepest 
anxieties, misery and dJath. Such is life ! 

ii^. gracious self] White. ‘Thy gracious self* of QqFf is less suitable to 
yuliet's mood, and to the remainder of her speech, in my j idgment, and in that of a 
most intelligent and sympathetic reader of her own sex, to whom I referred the 
question. 
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I have no joy of this contract to-night; 

It is too rash, too unadvised, too sudden. 

Too like the lightning, which doth cease to be 

Ere one can say ' It lightens.’ Sweet, good night! 120 

This bud of love, by summer’s ripening breath, 

May prove a beauteous flower when next we meet. 

Good night, good night 1 as sweet repose and rest 
Come to thy heart as that within my breast ! 

Rom. O, wilt thou leave me so unsatisfied? 12$ 

Jul. What satisfaction canst thou have to-night ? 

Rom. The exchange of thy love’s faithful vow for mine. 
yul. I gave thee mine before thou didst request it ; 

And yet I would it were to give again. 129 

Rom. Wouldst thou withdraw it ? for what purpose, love ? 
Jul. But to be frank, and give it thee again. 

And yet I wish but for the thing I have ; 

My bounty is as boundless as the sea. 

My love as deep; the more I give to thee, 134 

The more I have, for both are infinite. {Nurse calls within. 

I hear some noise within ; dear love, adieu ! — 

Anon, good nurse 1 — Sweet Montague, be true. 

Stay but a little, I will come again. {Exit. 


1 18. sudden] sodden F^. 

120. say *It lightens'] Globe, Dyce 
(ed. 2), Cambr. say^ it lightens 
Ff, Rowe, &c. Del. Clarke, say it light- 
ens Qg, Coll. Ulr. Huds. Hal. say It 
lightens Han. Ktly. say — It lightens 
Capell, Var. Knt. Sing, say — it lightens 
Sta, say It lightens White. 


127. for mine] of mine F^F^F^, 
Rowe. 

130. Two lines, Ff, Rowe, 

135. [Nurse calls within.] Rowe. 
Cals within. Ff. om. Qq. After 136 Ff, 
Rowe, &c. Capell, Dyce (ed. 2), Cambr. 

138. [Exit.] Rowe. om. QqFf. Exit 
above. Dyce. 


1 16. Coleridge (‘Zf/. Rem' vol. ii, p. 154). With love, pure love, there is al- 
ways an anxiety for the safety of the object, a disinterestedness by which it is distin- 
guished from the counterfeits of its name. Compare this scene with The Tempest, 
III, i. I do not know a more wonderful instance of Sh.’s mastery in playing a dis- 
tinctly rememberable vaiiation on the same remembered air than in the transporting 
love-confessions of Romeo and Juliet and Ferdinand and Miranda. There seems 
more passion in the one, and more dignity in the other; yet you feel that the sweet 
girlish lingering and busy movement of Juliet, and the caliAer and more maidenly 
fondness of Miranda, might easily pass into each other. \^Knt. Verp. Huds. 

124. as that] Del. scil. as to that heart within my breast. 

13 1, frank] Del.* That is, bounteous \_freigebig]. To this meaning of the word 
the following bounty also 1 efers. 
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Rom, O blessed, blessed night! I a a afeard, 

Being in night, all this is but a dream, 140 

Too flattering-sweet to be substantiaU 


Re-enter JULIET, above* 


yul. Three words, dear Ronieo, and good night, indeed. 

If that thy bent of love be honourable, 

Thy purpose marriage, send me word to-morrow. 

By one that I’ll procure to come to thee, 145 

Where and what time thou wilt perform the rite, 

And all my fortunes at thy foot I’ll lay 
And follow thee my lord throughout the world. 

Nw'se, [ Withhi\ Madam I 

yiil, I come, anon. — But if thou meanest not well, iqi# 

I do beseech thee — 

Nurse, \WitIiv{\ Madam! 

yul. By and by, I come : — 

To cease thy suit, and leave me to my grief: 


139. afeard'] afraid Rowe, &c. 

141. flattering-sweet] Theoli. flat- 
tering sweet QqFf, Knt. (ed. i). 

Re-enter Juliet, above.] Rowe. En- 
ter. om. QqF,. 

142. Two lines, Ff. 

146. rite] right Q^QjFjF,. rights 
0^. rites Qg. 

148. thee my lord] thee my Love 


Q^Qj. thee^ my love^ Pope, Theob. Warh 

149, 151. Nurse [Within.] Capell. 
Within: Ff. om. Qq. Madam being 
put in the margin, QqFf. 

150. meanest] Pope, meanst Q^, 
meanest The rest. 

152. suit] Qj, Coll. (MS.) sute Q^. 
strife QjQ^Ff, Rowe, Knt. Coll. (ed. l), 
Ulr. Del. Hal. 


143. honourable] Mal. Thus in Romeus and Juliet ; 

* But if your thought be chaste, and have on vertue ground. 

If wedlocke be the ende and marke which your desire hath found. 

Obedience set aside, unto my parents dewe, 

The quarell eke that long agoe betwene our housholdes grewe^ 

Both me and myne / will all whole to you betake^ 

A nd following you where so you g'oe, my fathers house forsake ; 

But if by wanton love and by unlawfull sute 

You thinke in ripest yeres to plucke my maydenhods dainty frute. 

You are begylde ; and now your Juliet you beseekes 

To cease yout sute, and suffer her to live emong her likes.* [Sing. Del. Huds. Sta, 

152. thy suit] Del. Malone changed ‘strife* of QqFf into suit^ probably be- 
cause that word was used in the corresponding passage in Broolee. \^Cambr,^ sub- 
stantially. 

CAmbr. Malone erroneously attributes the reading 'suit' to (QJ. 
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To-morrow will I send. 

Rom. So thrive my soul, — 

Jul. A thousand times good night ! \Exit. 

Rom, A thousand times the worse, to want thy light. 1 5 S 

Love goes toward love, as schoolboys from their books, 

But love from love, toward school with heavy looks. 

{Retiring slowly. 

Re-enter Juliet, above. 


yul. Hist ! Romeo, hist ! — O, for a falconer's voice, 
To lure this tassel-gentle back again ! 


153. soult — ] Theob. soule. QqFt. 

154. [Exit.] Ff. om. Qq. 

155. lighl'\ si^ht Q^Qj. 

157. to%vard^ Ff, Rowe, &c. 

[Retiring slowly.] Mai. retires slow- 
ly. Capell, after line 156. 

Re-enter...] Mai. Enter Juliet againe. 


QqFf. 

158. falconer^ s\ falkners QqFf. 
falconer's White. 

159. iassel-genile\ Han. Tassel gen- 
tle QqFf, Pope, Theob. Warb. Camp. 
Tassel gently Rowe, tercel-gentle Coll. 
Ulr. Huds. White, gentle tassel Haz, 


153. To-morrow] Ci^arke. Exquisitely has Sh. made Juliet pause not a moment 
on the impossible alternative that Romeo *means^ otherwise than * well.’ The breath- 
less hurry with breathing earnestness in all that Juliet utters during this scene is 
marvellously true to the pulsing rapture of a young girl’s heart on first learning that 
she loves and is beloved. 

159. tassel-gentle] Steev. The tassel or tiercel (for so it should be spelt) is the 
male of the gosshatvk ; so called because it is a tierce or third less than the female. 
This is equally true of all birds of prey. This species of hawk had the epithet gentle 
annexed to it, from the ease with which it was tamed, and its attachment to man. 
[Sing. Coll. Verp. Huds. Sta. Cham.'\ In the Bookeof Falconrye, by George Turber- 
ville, Gent., 1575, I find a whole chapter on the falcon-gentle^ &c. So in The 

Guardian, by Massinger : ‘ then for an evening flight, A tiercel-gentle I Taylor, 

the Water poet, uses the same expression: ‘ by casting out the lure, makes the 

tassell gentle come to her fist,* [Cham^ Again in Spenser’s Fairy Queen, b. hi, 
c. iv ; * Having far off espyde a tassel-gent.^ In Decker’s Match me in London, 
1631 : ‘Your tassel-gentle, she’s lur’d off and gone.’ [Hal. 

Mal. It appears that certain hawks were considered as appropriated to certain 
ranks. The tercel-gentle was appropriated to the prince, and thence was chosen by 
Juliet as an appellation of her beloved Romeo, In an ancient treatise entitled 
‘ Hawking, Hunting, and Fishing, with the True Measures of Blowing,’ is the fol- 
lowing ; * For a Prince, There is a falcon gentle, and a tercel gentle ; and these are 
for a prince.’ [Substantially, Sing, Verf, Huds, Sta. Hal, 

Nares. This species of hawk was no less commonly termed a falcon-gentle — ^so 
called, says the Gentleman’s Recreation, ‘for her familiar, courteous disposition.’ 

Sing. Tardif, in his book of Falconry, says that the tiercel has its name from 
being one of three birds usually found in the aerie of a falcon, two of which are 
females, and the third a male, hence called tiercelet 01 the third. [Huds. Sta. 
Clarke. 

Knt. The falconer’s voice was the voice which tlie hawk was constrained hf 
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Bondage is hoarse, and may not speak \loud ; i6o 

Else would I tear the cave where Echo lies, 

And make her airy tongue more hoarse than mine. 

With repetition of my Romeo’s name. 

Ro 7 n, It is my soul that calls upon my name ; 

How silver-sweet sound lovers* tongues by nighc, 165 

160. not'\ om. Q^. 163. Romeo's name"] (QJ Steev. 

162. tongue'] voice (Q,) CoU. Sing. Romeo QqFf, Rowe, &c. Capell, Knt. 

(ed. 2), Iluds. Hal. Ktly. 163, 16^^. Between tlv >e lines Cambr. 

162, 163. than mine, With] Q^. insert fiom (QJ. 

then myne With Q.. then Wyth Q,Q_ 164. my sou/] my love Pope, 

F,. then with The Rowe, than &c. 

with The F^. [returns to the Window. Capell. 

habit to obey. Gervase Markham, in his ‘ Country Contentments,* has picturesquely 
described the process of training hawks to this obedience, * by watching and keeping 
them from sleep, by a continual carrying of them upon your fist, and by a most 
familiar stroking and playing with them, with the wing of a dead fowl, or such like, 
and by often gazing and looking them in the face with a loving and gentle counte- 
nance.* A hawk so * manned’ /as brought to the lure * by easy degrees, and at last 
was taught to know' the voice and lure so perfectly that, either upon the sound of the 
one or the sight of the other, she will presently come in, and be most obedient,* The 
sport with a tassel>gentle is spiritedly described by Massinger; 

*— Then for an evening flight 
A tiercel-gentle, which I call, my masters, 

As he were sent a messenger to the moon. 

In such a place flies, as he seems to say, 

See me or see me not I the partridge sprung. 

He makes his stoop ; but wanting breath, is forced 
To cancelier ; then, with such speed as if 
He carried lightning in his wings, he strikes 
The trembling bird, who even in death appears 
Proud to be made bis quarry.* 

White. * There is a fawkon gentyll and a tercell gentyll. And these be for • 
prynce.* — Juliana Berners, 

Dyce. Properly tiercel-gentle, the male of the goshawk. (Tiercelet. The Tassell 
or male of any kind of Hawke, so tearmed, because he is, commonly, a third part 
less than the female/ — Cotgrave’s Fr, and Engl. Diet, ‘ Tiercell, Tercell, or Tassell 
iu the general name for the Male of all large Hawks.* — R. Holmes’s Academy of 
Armory and Blazon, B. ii, c. xi, p. 240. 

161. tear the cave] Steev. This strong expression is more suitably employed 
by Milton ; ‘ A shout that tore hell’s concave.* [Sing. 

162. airy tongue] Dyce. The word voice is objectionable here, because it occurs 

just above ; and though the expression, ‘ her airy tongue more hoarse,' &c., is, strictly 
speaking, incorrect, it surely may be allowed in poetry. To ‘ airy tongue/ at least, 
Milton saw no objection, for he recollected this passage when he wrote ; ‘And airy 
tongues that syllable men’s names,* &c. — Comus, v. 208. , 

165. silver-sweet] Douce. In Pericles V, i, iii, we have silver-voiced. Per- 
haps these epithets have been formed from the common notion that silver mixed 
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Like softest music to attending ears 1 
yuL Romeo ! 

Rom. My dear ? 

Jul. At what o’clock to-morrow 

Shall I send to thee ? 

Rom. At the hour of nine. 

yul. I will not fail ; ’tis twenty years till then. 

I have forgot why I did call thee back. 1 70 

Rom. Let me stand here till thou remember it. 
yul. I shall forget, to have thee still stand there, 
Remembering how I love thy company. 

Rom. And I’ll still stay, to have thee still forget, 

Forgetting any other home but this. 175 

yul. *Tis almost morning ; I would have thee gone. 

And yet no further than a wanton’s bird. 


167. My dear?'\ My Deere. Q^Qj. 
Madame. (Q,) Mai, Hal. My Neece. 
QjjQgFj. My sweete. F,. My sweet, F^ 
F^, Rowe, &c. Capell, liar. Sing. Camp. 
Corn. Haz. Coll. (ed. 2). My novice? 
Jackson conj. My — Nurse. [Within.] 
Madam, Knt. Del. 

At what\ (Qj) Pope. What 
QqFf, Knt. Del. Sta. 

Tlieob. a QqFf. 

168. At\ (QJ Capell. By QqFf, 


Knt. Coll. Ulr. Del. Sta. White, Hal. 

169. years'] year Q^. 

172. J skal/,., stand] I shall forget 
stilly to have thee stand Capell. Dll 
still,..stand Rann. 

forgety to] forget to Q,Q., Coll. 
Ulr. Del. White, Hal. 

175. home] name F^F^F^, Rowe. 
177, further] Ff. farther 
pell, Corn. Coll. Ulr. Sta. White, Hal. 
Cambr. 


with bells softens and improves their tone. We say likewise that a person is silver- 
tongued, 

167. my dear] Mal. I have already shown that all the alterations in F, were 
made at random, and I have therefore preserved the original word, though less tender 
than that which was arbitrarily substituted in its place. \_Hal, 

Knt. We believe that the word Neece is altogether a mistake, — that the word 
Nurse was w'ritten, as denoting a third interruption by her — and that Madamy the 
use of which was the form of interruption, was omitted accidentally, or was supposed 
to be implied by the word Nurse, As we have printed the passage the metre is 
correct; and it is to be observed that in Q, and the subsequent copies, at before 
•what o’clock,* which was in (Q,), is omitted, showing that a word of two syllables 
was wanted after my when at was rejected. 

Ulr. But leaving out of view that this [Knight’s emendation] is a very arbitrary 
conglomerate of the various readings, I think it unlikely that the true reading has 
been thereby attained, because in my opinion there is something laughable in making 
the Nurse interrupt Romeo’s reply just as he had ejaculated the little word My? 

Dyce. *Neece^ being evidently a blunder for ^deere? and by progressive corrup* 
tion, — ‘Deere,’ Meere? * Neece? 
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Who lets it hop a little from her hand, 

Like a poor prisoner in his twisted gyves, 

And with a silk thread plucks it back ag^in, 180 

So loving-jealous of his liberty. 

Rom, I would I were thy bird. 

yuL Sweet, so would I ; ' 

Yet I should kill thee with much chei ishing. 

Good night, good night! parting is such sweet sorrow 184 


178. W 1 io„.her\ (QJ Capell. That 
„,his QqFf, Rowe. 71 iat.,,her Pope, &c. 
Sta. 

1 80. silk th read plucks it back again\ 
Pope, silken thred plucks it backe againe 


QqF, (tkreed, Qj. silken thred plucks 
it againe F^F^F^, Rowe. 

181. loving-jealous'\ Theob. loving 
jealous Q jFf. 


184. Good night, &c.] Cambr. This passage was printed substantially right in 
(Q,). TheQ, inserted after the first line of Romeo's speech the first four of the 
Friar’s, repeating them in their proper place. In Juliet’s speech, the same edition, 
by printing one line as two and mistaking the stage-directions, gave rise to a further 
coiruption in Q^. In the pa >age stands : 

* Good night, good night. 

Parting is such sweete sorrow, 

That I shall say good night, till it be morrow. 
lu. Sleep dwel vpon thine eyes, peace in thy breast 
Ro. Would I were eleepe and peace so sweet to rest 

I’lie grey eyde niorne smiles on the frowning night. 

Checkring the Easlerne Clouds with streaks of light, 

And darknesse fleckted like a drunkard reeles, 

From fortli dales pathway, made by Tyians wheeles. 

Hence will i to my ghostly Friers close cell. 

His helpe to craue, and my deare hap to tell. Exit. 

Enter Frier alone with a basket, 

Fri. The grey-eyed mome smiles on the frowning night. 

Checking the Easteme clowdes with streaks of light : 

And fleckeld darknesse like a drunkard reeles. 

From forth daies path, and Titans burning wheeles: 

Now ere,’ &c, 

IttQj we read : 

* Good night, good night 

Ro. Parting is such sweete sorrow, 

That I shall say goodnight, till it be morrow. 
lu. Sleepe dwell upon thine eyes, peace in thy breast 
Rom. Would 1 were sleepe and peace so sweete to rest 

The gray-eyde P gray eyde' HalliwelVs Facsimile. Ed.] mome, Aa. 

For file rest follows Q, without any material variation, except that it reads 
* fleckeld' for * fl©:kted,^ in the eighth line. The has ejected the intruding lines 
and distributed the dialogue right. One error alone remains, viz., that * Good night, 
good night .... sorrow’ is divided still into two lines. The follows Q^. F, fol- 
lows Qg, as usual, without any variation of importance. F,, followed by F^ and F^, 
inserts, ^ExiT after the word ‘ breast,’ adopts the reading of F, down to the end of 
10 
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That I shall say good night till it be morrow. \^it, 

Rom, Sleep dwell upon thine eyes, peace in thy breast I 
Would I were sleep and peace, so sweet to rest ! 

Hence will I to my ghostly father’s cell, 

His help to crave and my dear hap to tell. \Exit, 


Scene III. Friar Lanrence's cell. 

Enter Friar I aurence, with a basket, 

Fri, L, The grey-eyed morn smiles on the frowning night, 
Chequering the eastern clouds with streaks of light : 

And flecked darkness like a drunkard reels 


185. [Exit.] Pope. after line 

186. om. QqF,. 

188. father^ s ceil"] (QJ Capell. Fri‘ 
ers close cell QqF^^F^F^. Fries close cell 
F,. Friar^s close cell Rowe, &c. Knt. 
Corn. Del. 

189. dear'\ good (Q,) Coll. Uln 
White, Hal. 

Scene hi.] Ilan. Scene iv. Rowe, 
Pope. Scene v. Capell. 

Friar Laurence’s cell.] Mai. A Mon- 
astery. Rowe. Fields near a Convent. 
Capell. 


Enter....] Rowe. Enter Frier alone 
with a basket. QqFf. 

1-4. As part of Rom.’s speech in 
last scene, Ff, Rowe. (See note of 
Cambr.) 

2. Chequeringl Checking Cheer- 
ing Eng. Par. 

3. flecked darkness"] Steev. from 
(Qj). fleckeld darknesse Qq. Jleckled 
darknesse F^. Darknesse fleckePd F^F^ 
F^. darkness fleckered Pope, &c. fleck- 
ered darkness Capell. 


Romeo’s speech, and makes the Friar’s begin at line 5, thus ; */H. Now ere the Sun 
advance his burning eye,’ &c. Pope restored the true arrangement. In the fourth 
line of the Friar’s speech he introduced ‘pathway made by Titan’s wheels* from the 
passage as first given in 

188. ghostly father’s] Ulr. As a is a monk or brother of some order, 

and as the word implies his spiritual character, the addition of ‘ghostly’ has no 
meaning; and hence 'friar'* is apparently a mere misprint, or else a sophistication 
of the printer. Knight does not explain how ‘ ghostly friar’ is to be understood. 

Sta. That is, my spiritual father. 

I. Friar L.] Coleridcr {Lit, Fern, vol. ii, p. 155). The reverend character of 
the Friar, like all Sh.’s representations of the great professions, is very delightful and 
tranquillizing, yet it is no digression, but immediately necessary to the carrying on 
of the plot. [ Verp, Huds, 

I. grey-eyed] Del. ‘Grey,* bright blue' is ajso used in Much Ado, 

V, hi, 27. 

Dyce. Gray is blue, azure. 

3. flecked] Steev. That is, spotted, dappled, streaked or variegated. \Coll.] 
So used by Churchyard in his Legend of Thomas Mowbray, where, speaking of the 
Germans, he says : ‘ They swear, they curse, they drink till they be flecked,' 
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From forth day's path and Titan's fiery \ wheels. 

Now, ere the sun advance his burning eye, 5 

The day to cheer and night’s dank dew tc dry, 

I must up-fill this osier cage of ours 

With baleful weeds and precious-juiced flowers. 

The earth that's nature's mother is her tomb 1 

4. path..fiery\ (Q^) Mai. path^and (ed. l), Haz. Huds. 

Titans burning QqF,. path-way ^ made 8. balefHl'\ hateful Brae conj.* 

by Titan's F^F^F^, Rowe, Pope, Har. precious-juiced^ Pope, precious 

Sing. Camp. Ilaz. Ulr. Ktly. juiced QqFf. 

7, up-fill^ fill up Pope, &c. Sing. 9. mother zV] mother in Q^Qj. 

Lord Surrey uses the same word in his Transl. of the Fourth yEneid : ‘ Her quiver- 
ing cheekes flecked with deadly staine.* Huds, Hal.'] Also in Much Ado, 

V, iii, 27 : * Dapples the drowsy east with spots of grey.* \_Sta. Hal, 

Mal. Still used in Scotland, where * a flecked cow’ is a common expression. See 
Gloss, to Gawin Douglas’s Transl. of Virgil, in v. fleckit. [Hal. 

Narks. To spot. Gennan, Gothic, and Danish : * We’ll fleck our white steeds in 
your Christian blood,’ Four Pren. cts, O. PI., vi, 538. [Sing. Huds. 

4. fiery wheels] Knt. It appears to us that Sh. was making experiments upon 
the margin of the first copy of the change of a word or so, and leaving the MS. 
upon the page without obliterating the original passage, it came to be inserted twice. 

Sta. The editor or printer of thought he was correcting the blunder by cross- 
ing the lines out of the Friar’s speech and assigning them to Romeo. 

7. osier cage] Steev. In the 13th Song of Drayton’s Polyolbion^ speaking of a 
hermit : 

* His happy time he spends the works of God to see, 

In those so sundry herbs which there in plenty grow, 

Whose sundry strange effects he only seeks to know. 

And in a little maund, being made of oziers small. 

Which serveth him to do full many a thing withal. 

He very choicely sorts his simples got abroad.* [Sing-. 

8. precious-juiced flowers] Steev. Sh.,on his introduction of Friar Laurence, 
has very artificially prepared us for the part he is afterwards to sustain. Having thus 
early discovered him to be a chemist, we are not surprised when we find him fur- 
nishing the draught which produces the catastrophe of the piece. [Sing. Huds. 

Farmer. This eulogium on the hidden powers of nature affords a natural intro- 
duction to the Friar’s furnishing Juliet with the sleeping potion in Act IV, [Cotn. 
Verp. Sta, 

Mal. Compare the poem ; 

* But not, in vayne, (my childe) hath all my wand’ring b3m ; 

What force the stones^ the plants, and metals have to woorke, 

And diverji other thinges that in the bowels of earth do loorke, 

With care I have sought out, with payne I did them prove.* 

\Sing. Com. Huds. Verp, 

9. her tomb] Steev. cites Lucretius [Lib. v, 259, ed. Lachmann, 1850] i ‘ Omni- 
parens eadem rerum commune sepulchrum.’ [Sing. Knt, Verp. Huds. Sta.] And 
Milton ; * The t^mb of nature, and perhaps her grave.’ [Sing. Knt. Verp. Huds. 
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What is her burying grave, that is her womb. lO 

And from her womb children of divers kind 
We sucking on her natural bosom find, 

Many for many virtues excellent. 

None but for some, and yet all different. 

O, mickle is the powerful grace that lies 1 5 

In herbs, plants, stones, and their true qualities ; 

For nought so vile that on the earth doth live. 

But to the earth some special good doth give ; 

Nor aught so good, but, strain’d from that fair use. 

Revolts from true birth, stumbling on abuse. 20 

Virtue itself turns vice, being misapplied. 

And vice sometime’s by action dignified. 

Within the infant rind of this weak flower 


1 6. herbs^ plants] (Q,) Capell. 
plants^ hearbes QqFf [hearbs or 
herbs) t Sta. herbs ^ stems or herbs, flow- 
ers Theob. conj. 

1 8. to] toU Ilan. 

20. from.,. stumbling] to vice, and 
stumbles (Q,) Pope, from V true birth 
stumbling Ilan, 


22. sofuetime^s by action] Capell. 
sometimes by action (Qj), Camp. Haz. 
Dyce (ed. i). sometime by action QqFf, 
Rowe, Pope, Momm. sometime by ac- 
tion's Theob. Ilan. Warb. Johns. 

23. iveak] QqFf. small (QJ Pope, 
&c. Capell, Var. (Corn.), Sing. Dyce, 
Clarke, Cambr. Ktly. 


Mal. So in Pericles, II, iii, 46. Sta. 

Knt. We would ask, did Sh. and Milton go to the same common source ? Farmer 
has not solved this question m his * Essay on the Learning of Sh.* 

15. mickle] Ulr. A word, already half obsolete in Sh.’s day, which, except in 
Henry V (in the mouth of Pistol !), is found only in Sh.’s youthful pieces (in the 
Com. of Errors and in both Parts of Hen. VI) — an additional proof that Romeo an^ 
Juliet should be reckoned among his earlier works. 

Del. Sh. uses it more frequently in pathetic speeches. 

15. powerful grace] Johnson. Efficacious virtue. [Sing. 

22. sometime’s . . . dignified] Mommsen. It may be questioned if sometimes 
be rightly extracted from the sometimes of Q,, since, I suppose, only the more 
common {trivialer) form in s is meant for the more poetic form without s. (Comp, 
II, iv, 185, where the sedula Nutrix speaks.) Dignify, used intransitively, like mul- 
tiply, might be here permitted, and the interchange of Present and Aorist to express 
what is customary would be thoroughly poetic if we write, as it is transmitted to us 
by all old copies. 

23--30. Hunter. The beautiful lines given to the Friar are introduced for the 
sake of repose ; but in the choice of the topic in these seven lines the Poet seems to 
have had a further view. Poison is hereafter to become a main agent in the piece, 
and the Poet prepares the audience for the use of poison by familiarizing them, in the 
early portion of the play, with the idea, and thus preparing them to witness the use 
of it without being so much shocked as they would be were no such preparations 
made. This is not the only passage in the earlier scenes in which poison is spoken 
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Poison hath residence, and medicine pow r : 

For this, being smelt, with that part cheers each part, 2$ 

Being tasted, slays all senses with the hea' t 
Two such opposed kings encamp them still 
In man as well as herbs, — Grace and rude \Vill ; 

And where the worser is predominant. 

Full soon the canker death eats up that plant. 30 


24. medicine] medidnal Warb. conj. 
medicine's Capell conj. 

25. smeitjwilh that part] smelt 

with that party Qq. smelt y with that 
sense Pope, &c. smelty with that act 
Coll. (ed. 2) (MS.), smelt tOy with that 
Anon, conj., from (Q,)*. 


26, slays ^ stales Q^, Mo^^im, 
senses] sence Q^. 

27. opposed] oppos'd 

kings] kinds Rowe (ed. 2)*. 
foes (Qj) Pope, &c. Var. (Corn.), Hal. 
Kin Warb. things Anon, conj.* 


of. The epithet ‘rude,* applied to the will, is not open to much objection, but it 
appears to have been suggested to the Poct*s mind by a singular process, of which 
there are other instances. The w^'rds ‘ herb* and ‘ grace,’ occurring together, intro- 
duced into his mind the idea of the plant called herb of grace y and this brought with 
it its other name, ‘ rue,* and ‘ rue’ suggested ‘ rude.* 

25. with that part] Sing. That is, with its odour. Not, as Malone says, ‘with 
the olfactory nerves, the part that smells.* [Hzids, 

Clarke. We incline to think, from the general construction of the sentence, and 
the use of ‘ with* in the two clauses, that Malone is right. 

Coll. (ed. 2). The common reading, ‘that part' is certainly wrong, the old 
printer having caught with his eye the last word of the line, and composed it twice 
over by mistake. 

26. slays] Mommsen. here gives us a beautiful reading in stays instead of 
slays, which is nothing but a misprint in Q^, although it has stood its ground for 250 
years. ‘ To bring the heart to a stand-still, and with it all the senses,* is certainly a 
better expression than ‘ To slay the heart and all the senses.* 

27. opposed kings] Mal. So in A Lover’s Complaint : ‘ terror and dear 

modesty Encamped in hearts, but fighting outwardly.* Sh. has more than once 
alluded to these opposed foes, contending for the dominion of man. So in Othello, 
V, ii, 208. Again in his 144th Sonnet. [Sing. Hal. 

Steev. Sh. might have remembered the following passage in the old play of the 
Misfortunes of Arthur, 1587 [‘written by Thomas Hughes, with some slight assist- 
ance from others.* — Dyce (ed. 2)] ; ‘ Peace hath three foes ettcafnped in our breasts, 
Ambition, wrath, and envie.’ [Hal. Dyce (ed. 2). 

Knt. Opposed foes [of (Q,)] has not the propriety of opposed kings — a thor- 
oughly Shaksperian phrase. 

Verp. That is, moral ohiefs contending for the rule of man. 

Coll. (2d ed.). May not the true reading be Still, the verb ‘ encamp* li 

opposed to this change. ^ 

Dyce (ed. 2). The reading of (Q,) is perhaps to be preferred. 

Birch Inquiry into the Philosophy and Religion of Sh.' 1848) [cites this speech 
10* H 
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Enter Romeo. 

Rom, Good morrow, father. 

Fri, L, Benedicite ! 

What early tongue so sweet saluteth me ? — 

Young son, it argues a distemper’d head 
So soon to bid good morrow to thy bed : 

Care keeps his watch in every old man’s eye, 35 

And where care lodges, sleep will never lie ; 

But where unbruised youth with unstuff’d brain 
Doth couch his limbs, there golden sleep doth reign : 

Therefore thy earliness doth me assure 

Thou art up-roused by some distemperature ; 40 

Or if not so, then l^ere I hit it right. 

Our Romeo hath not been in bed to-night. 

Rom, That last is true ; the sweeter rest was mine. 


30. Enter Romeo.] Pope. After 
line 22 QqFf, Ulr. 

31. Benedicite’] Continued to Romeo 
by Rann. (Anon. conj. Gent. Mag. LX, 
681). 

32. sweet] soon (QJ Bos. 
saluteth me] salute them F^F^F^. 


salutes mine ear Rowe, Pope, Han. 

36. lodges] lodgeth F^F^F^, Rowe, 
&c. 

37. unbruised] unbusied Coll. (MS). 
Ulr. 

40. by some] (Q^) Pope, with some 
QqFf, Sta. 


of the Friar as one proof of Sli.^s atheism]. The Friar is more of a philosopher 
than a priest ; yet he is religious, if the use of sacred names on light occasions in 
conversation with Romeo can be credited to that account : and so are all the charac- 
ters, if the profanity of Sli., in women too, can be received in that sense. Whilst 
religion was omitted in the superior characters, and those whom it more especially 
concerned, it was given to inferior personages of the play, such as Benvolio and 
Balthasar, its commonplaces being put into their mouths. 

30. enter Romeo] Coll. (ed. i). The entrance of Romeo is marked in QqFf 
eight lines before he speaks ; perhaps he was intended to stand back for a time in 
order not to interrupt the Friar’s reflections. 

Ulr. As I cannot perceive why the English edd. have moved this stage-direction 
down to the end of the Friar’s speech, thereby correcting away Romeo’s significant, 
respectful silence until the Father made a pause, I have replaced it in its original 
position. 

Del. In the stage MS. this was a notification to the actor to be ready at the right 
instant. [Sta, subs. 

37. unbruised] Coll. (ed. 2). The (MS.) has unbusied^ but so questionably that 
we do not think it expedient to disturb the received and authorized text. 

White. Collier’s (MS.) correction is most plausible. But the epithet ‘vnbrused’ 
.las such pertinence in the mouth of an old man, and one who had practice and skiU 
in leechcraft, that it cannot safely be disturbed. 
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Fri. L, God pardon sin ! wast thou wifi Rosaline i 

Rom. With Rosaline, iny ghostly father ? no ; 45 

I have forgot that name and that name’s w e. 

Ffi. L. That’s my good son : but where hast thou been then ? 

Rom. I’ll tell thee ere thou ask it me again. 

I have been feasting with mine enem}' ; 

Where on a sudden one hath wounded me, 50 

That’s by me wounded ; both our remedies 
Within thy help and holy physic lies. 

I bear no hatred, blessed man, for, lo, 

My intercession likewise steads my foe. 

Fri. L. Be plain, good son, and homely ill thy drift ; 55 

Riddling confession finds but riddling shrift. 

55. ana^] Qq. /vj/ Ff, Rowe, Johns. 

52. physic lies] M. Mason. This is one of the passages in which our author 
has sacrificed grammar to rhyme. 

Knt. Mason’s observation is m.. le in the same spirit in which he calls Romeo’s 
impassioiied language * quaint jargon.* Before Sh. was accused of sacrificing gram- 
mar, it ought to have been shown that his idiom was essentially difierent from that 
of his predecessors and his contemporaries. [Knight here quotes Percy and Toilet 
as cited by Ulrici in the Prologue.] Malone has rightly stated the principle upon 
which such idioms, which sippear false concords to us, should be corrected ; that is, 
* to substitute the modern idiom in all places except where either the metre or rhyme 
renders it impossible.* But to those who can feel the value of a slight sprinkling of 
our antique phraseology, it is pleasant to drop upon the instances in which correction 
is impossible. We would not part with the exquisite bit of false concord, as we 
must now term it, in the last word of the four following lines for all that Sh.’s gram- 
mar-correctors have ever written : 

* Hark I hark ! the lark at heaven’s gate sings, 

And Plicebus ’gins arise. 

His steeds to water at those springs 
On chalic’d flowers that lies.* 

Sing. Sh. must not be tried by rules which were invented after his time. We 
have the same grammatical construction in Venus and Adonis, 1128: ‘Wlierelol 
two lamps burnt out in darkness lies' Again in I, iv, 9 1 of this play. 

Delius. By a Shakespearian license, the singular verb lies follows the plural both 
our remedies f not only because the two singular nouns help and physic separate the 
verb from iis subject, but because the plural, remedies^ arose from its connection with 
bothy and both our remedies is in reality a singular — the remedy of both of us. Thus 
in All’s Well, I, iii, ‘ both our mothers’ — the mother of both of us. Also in Cymbe- 
line, II, ii : ‘ both your wifls’ — the will of both of you. 

White, The apparent want of grammatical agreement here is the result neither 
of ignorance nor oversight. [In a note on Cymbeline, II, iii, 21.^ The disagree- 
ment in number between * lies’ and its nominative is not worth all that has been 
written about it. A relic of an old usage, it was common enough in Sh.‘s day. 
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Rom. Then plainly know, my heart’s dear love is set 
On the fair daughter of rich Capulet ; 

As mine on hers, so hers is set on mine ; 

And all combined, save what thou must combine 6o^ 

By holy marriage ; when, and where, and how. 

We met, we woo’d and made exchange of vow, 

I’ll tell thee as we pass ; but this I pray, 

That thou consent to marry us to-day. 

Ffi. L. Holy Saint Francis, what a change is here! 65 

Is Rosaline, whom thou didst love so dear. 

So soon forsaken ? young men’s love then lies 
Not truly in their hearts, but in their eyes. 

Jesu Maria, what a deal of brine 

Hath wash’d thy sallow cheeks for Rosaline ! 70 

How much salt water thrown away in waste, 

To season love, that of it doth not taste I 
The sun not yet thy sighs from heaven clears, 

Thy old groans ring yet in my ancient ears ; 

Lo, here upon thy cheek the stain doth sit 75 

Of an old tear that is not wash’d off yet. 

If e’er thou wast thyself and these woes thine. 

Thou and these woes were all for Rosaline ; 

And art thou changed ? pronounce this sentence then : 

Women may fall when there’s no strength in men. 80 

Rom. Thou chid’st me oft for loving Rosaline. 

Fri. L. For doting, not for loving, pupil mine. 

Rom. And bad’st me bury love. 

Fri. L. Not in a grave, 

To lay one in, another out to have. 

Rom. I pray thee, chide not : she whom I love now 85 
Doth grace for grace and love for love allow ; 


66. whofn\ (Q,) Pope, that QqFf, 
Knt. Corn. Sta. Cham. Cambr. 

69. Jesu Maria] Holy Saint Fran- 
cis Johns. 

70. sallow] fallow F^F^F^. 

74. ring yet] (Q,) Pope, yet ring- 


QaQaF,. yet ring CXF O F-F , 
Rowe, Capell, Ulr. 
my] mine QgQg, Cambr. 

85. chide not: she whom /] Pope 
from (QJ. c^iide me not, her 1 QqFf, 
Rowe, Ulr. Del. 


7a. To seasdn love] Del. The metaphor of the salt in tears, which serves to 
preserve or season anything, is very common in Sh. For instance, in AlPs WcU^" 
I* 55- 
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The other did not so. 

Fn, L. O, she knew well 

Thy love did read by rote and could not speM 
But come, young waverer, come, go with me, 
in one respect I’ll thy assistant be ; 90 

For this alliance may so happy prove. 

To turn your households’ rancour to puie love. 

Roin, O, let us hence ; I stand on sudden haste. 

Ffi. L. Wisely and slow ; they stumble that run fast. \Exeunt. 


Scene IV. A street 

Enter Benvolio and Mercutio. 

Mer, Where the devil should this Romeo be ? 

Came he not home to-night ? 

Ben. Not to his father’s ; I spoke with his man. 

Mer. Why, that same pale hard-hearted wench, that Rosaline, 


88. and could’\ (Q,) Pope, that 
could QqFf, Rowe. 

89. go] and goe 

92. households' rancour] Capell. 
housholds rancor Qq. houshould rancor 
Fj. koushold rancord Fj^Fj, houshold- 
rancour F^, Rowe, &c. 

Scene iv.] Han. Scene v. Rowe, 
Pope. Act iti. Scene i. Capell. 

A street.] Capell. The street. Rowe. 


1-3. As in Steev. et seq. Prose in 
QqFf, Cambr. Capell ends lines ; be ? 
...father's. ..man, 

I. Where] Why, where Capell from 
(QJ, Dyce (ed. 2). Whire Ktly. 

4. Why] QqFf. Ay Capell. Ah 
(Qj), M.al. Var. Sing. Dyce, Clarke, 
Cambr. Ktly. 

4, 5. Prose in Ff, Rowe, &c. (Johns.) 


88. could not spell] Ulr, The sense is, Rosaline well knew that thy love 
(which) could not spell, (and hence) only recited by rote (what it said), i. e., a 
ply^ase learned by heart, (mere appearance), was no true love. 

Dei.. Romeo’s love read only what was learned mechanically by heart, without a 
genuine knowledge of the letters ; his love was something purely external, nothing 
of a nature penetrating to the subject. 

93. I stand] Steev. So in King Rich. Ill ; IV, ii, 59 : * — — it stands me much 
Mfon, To stop all hopes,’ &c. [Sing, Sta. 

^ Sing. ' It is^-ncumbent upon me, or it is of importance to me, to use extreme 
haste.’ 

Sta. It imports me much to be speedy. So in Rich. II : II, iii. 1^8 : * It standi 
your grace upon, to do him right.^ 

4. that Rosaline] Clarke. The epithet * pale’ here, and still more, in line 14, 
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Torments him so that he will sure run mad. 

Ben, Tybalt, the kinsman to old Capulet, 

Hath sent a letter to his father’s house. 

Mer, A challenge, on my life. 

Ben, Romeo will answer it. 

Mer, Any man that can write may answer a letter. lo 

Ben, Nay, he will answer the letter’s master, how he dares, 
being dared. 

Mer. Alas, poor Romeo, he is already dead ! stabbed with a 
white wench’s black eye; shot thorough the ear with a love- 
song ; the very pin of his heart cleft with the blind bow-boy’s 
butt-shaft ; and is he a man to encounter Tybalt ? 


6, 7. Verse (QJ Theob. Prose, 
QqFf. 

6. Capel], Var. Knt.Sing. 

Huds. Dyce, Clarke, Ktly. 

14. shot'\ (Qj) Capell. runne or 


nm QqFf, Rowe, &c. Coll. Ulr. Del. 
White, Hal. 

thorough] (Qj) Capell. through 
QqFf, Rowe, &c. Har. Corn. Haz. Sta. 


the expression, * a white wench’s black eye,* strike us as significant. It seems to us 
that in depicting both the characters to whom he has given the name of Rosaline, 
Sh. had some special living woman before his mind’s eye as their prototype. The 
few vivid lines with which he has touched in the sketch of Romeo’s Rosaline, un- 
seen as she is in the play, accord perfectly with the recurrent delineations and more 
elaborated portrait of Biron’s Rosaline in ‘ Love’s Lab. L.* It is a subject of ex- 
tremely interesting investigation, for so little is to be gathered of a personal nature 
from Sh.’s dramatic writings — he, like a perfect dramatist, merging self entirely in 
the characters he draws — that every indication, however slight, by which we may 
obtain a glimpse of himself or those he knew, is most valuable. Viewed by the 
light afforded from Massey’s ‘ 57 /,’j Sonnets^ dr’e.,* the woman who was the original 
for the portrait in ‘ Love’s L. L.* and the sketch here (both of them ‘ Rosalines’) 
should be Lady Rich : but, however the truth may be with regard to her individual 
identity, we have a firm belief that she was an actual woman known to Sh. in the 
life. 

12. being dared] Del. The play upon dare, to venture, and dare, to challenge, 
occurs also in 2 Hen. VI : HI, ii, 203. 

15. pin] Mal. The allusion is to archery. The clout or white mark at which 
the arrows are directed was fastened by a black pin placed in the centre of it. [Knt, 
Coll, Verp. White.] To hit this was the highest ambition of every marksman. 
[Ht/^,^ChamI] In No Wit like a Woman’s, by Middleton, 1657 : ‘I’ll cleave the 
black ppin in the midst of the white.' In Marlowe’s Tambiirlaine, 1590 : * Our crown, 
the pin that thousands seek to cleave.' [Sing. 

Sta. To cleave the pin was to split the wooden peg which attached the target to 
the butt. 

16. butt-shaft] Nares. A kind of arrow used for shooting at butts; formed 
without a barb, so as lo stick into the butts, and yet be easily extracted. [Dyce, 
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Ben, Why, what is Tybalt ? 

Mer, More than prince of cats, I can tell you. O, he is the 
courageous captain of compliments. He fghts as you sing 
prick-song, keeps time, distance and proportion; rests me his 
minim rest, one, two, and the third in your bosom; the very 


17. Ben.] (QJFf, Ro. or Rom. Qq. 
17,18. Why. ..you, O] Capell, from 
(Qi)* Why. ., .Tybalt ? Mer. More..., 
cats. Oh QqFf, Rowe, &c. Why.... 

Tybalt ? Mer. More. . . cats ? — Oh Theob. 
Warb. Why.„Tybalt more. .. cats ? Mer. 
O Rann. 


1 8 . prince] the prince Johns. (1771). 
he w] (Qj) Capell. his QqFf, 
Rowe, &c. Sta. Cambr. 

20. pHck-song] prick-smgs F^, Rowe, 
&c. priclld songs J 3hns. 

21. rests...rest] Mai., from (QJ. he 
restSf his minum rests Q^. he rests his 


18. prince of cats] Warh. Tybert is the name given to the cat in ‘Reynanl 
the Fox.* losing. Knt. Coll. Iluds. Cham. Hal. 

Steev. So in Decker’s Satiromastix, 1602: *tho* you were Tybert^ the long- 
tail’d prince of cals.’ Again, in Have with You to Saffron Walden, 1598 [cor- 
reeted to 1596 by Coll. (ed. i)]: ‘not Tibalt prince of cats.' [Smg. I/uds. Cham. 
Sta. Hal. Clarke. 

Sta. Tiberty Tyherty or Tybal' are forms of the ancient name Thibanlt. When 
or why tlie cat was first so called it is, perhaps, hopeless now to inquire. The earlie.st 
instance cited by the commentators is in ‘ Reynard the Fox’ — ‘Then the King called 
for Sir Tiberty the cat, and said to him. Sir Tibcrty you shall go to Reynard,’ &c., 
ch. vi ; and the association was evidently not uncommon, for Jonson speaks of cats 
as tiberts. 

19. compliments] Johnson, [in note on Love’s Lab. L., I, i, quoted by Dyce 
in loc.]. Compliment y in Sli.’s time, did not signify, at least did not only signify, 
verbal civility, or phrases of courtesy ; but, according to its original meaning, the 
trappings or ornamental appendages of a character; in the same manner, and on the 
same jirinciples of speech, with accomplishment. Compleme?tt is, as Armado well 
expresses it, the varnish of a complete man. A captain of compliments is a com- 
plete master of all the laws of ceremony, the principal man in the doctrine of 
punctilio. 

Sta. One versed in punctilios, of point-de-vice manners, — a formalist. ‘ He walks 
mo.st commonly with a clove or pick-tooth in his mouth ; he is the very mint of com- 
pliment; all his behaviors are printed; his face is another volume of essays; and 
his beard is an Aristarchus.’ — Ben Jonson’s Cynthia's Revels (Gifford’s ed.), vol ii, 
p. 264. 

* 20. prick-song] Nares. Music written down, sometimes, more particularly, 
music in parts, from the points or dots with which it is noted down. See Hawkins, 
ii, 243. Hence the nightingale’s song, being more regularly musical than any other, 
was often termed prick-song. When opposed to plain song it meant counWJr-point, 
as distir guished from mere melody. ; 

Knt. Music pricked or noted down, so as to read according to rule, in contradis- 
tinction to music learnt by the ear or sung from memory, [ Verp. Huds, 

Dyce [quotes Chappell’s ‘ Popular Music of the Olden Time,’ &c., vol. i, p. 51, 
note, ed. 2]; ‘harmony writtai or pricked down, in opposition to plain-song, 
where the descant rested with the will of the singer.’ 
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butcher of a silk button, a duellist, a duellist ; a gentleman of 
the very first house, of the first and second cause. Ah, the 
immortal passado ! the punto reverso ! the hay ! 

tninum rests he rests kis minum 24. the hay!'\ QqFf. the^ hayt^ 

Ff, Pope, &c. rests kis minum Rowe Theob. Han. Warb. Johns, the — hayi 
(ed. 2)*. Capell. the hai ! White, Cambr. 

22. duellist^ F^. dualist The rest. 

22. butcher of a silk button] Steev. In The Return from Parnassus, i6ob; 
‘Strikes his poinado at a button's breadth.* [ 67 <t 7 r/r.] This phrase also occurs in 

the Fantaisies de Bruscambille, 1612, p. 181 ; ‘ un coup de mousquet sans four- 

chette dans le sixiesnie bouton .* IlaL 

22. duellist] Knt. George Wither, in his obsequies upon the death of Prince 
Henry, thus introduces Britannia lamenting : ‘ Alas ! who now shall grace my tourna- 
ments, Or honour me with deeds of chivalrie?* The tournaments and the chivalrie 
were then, however, but ' an insubstantial pageant faded.* Men had learnt to 
revenge their private wrongs without the paraphernalia of heralds and warders. In 
the old chivalrous times, they might suppress any outbreak of hatred or passion, and 
cherish their malice against each other until it could be legally gratified; so that, 
according to the phrase of Richard Cceur-de-Lion, in his ordinance for permitting 
tournaments, ‘the peace of our land be not broken, nor justice hindred, nor damage 
done to our forests.* The private contests of two knights were a violation of the 
laws of chivalry. Chaucer has a remarkable exemplification of this in his ‘ Knight’s 
Tale,* where the Duke, coming to the plain, saw^ Arcite and Palamon fighting like 
two bulls, and says : 

‘ But telleth me what mistere men ye been, 

That be so hardy for to fighten here 
Withouten any judge or other oflBcer, 

As though it were in list^s really’ (royally). 

That duels were frequent in England in the reign of Elizabeth, we might collect, if 
there were no other evidence, from Sh. alone. The matter had been reduced to a 
science. The degrees in quarreling were called the causes; and these have been 
most happily ridiculed by Sh. in As You Like It, V, iv, 63-77. When Touchstone 
alludes to ‘ the book,* he refers to the works of Saviolo and Caranza, who laid down 
laws for the duello. The wit of Sh. is the best commentary upon the philosophy of 
Montaigne : ‘ Inquire why that man hazards his life and honour upon the fortune of 
his rapier and dagger ; let him acquaint you with the occasion of the quarrel, he 
cannot do it without blushing, ’tis so idle and frivolous.* — (Essays, book iii, ch. lo.) 
But philosophy and wit were equally unavailing to put down the quarrelsome spirit 
of the times; and Henry IV of France in vain declared all duellists guilty of l^se- 
majest6, and punishable by death ; and James I of England as vainly denounced 
them in the Star-Chamber. The practice of duelling went on with us till the civil 
wars came to merge private quarrels in public ones. Burton, in his ‘ Anatomy of 
Melancholy,* has a bitter satire against the nobility, when he says, they are * like our 
modem Frenchmen, that had rather lose a pound of blood in a singje combat than 
a drop of sweat in any honest labour.* 

23. first house, &c.] Warb. That is, one who pretends to be at the head of his 
family. [ Sta. 

Stkev. That is, a gentleman of the first rank, of the first eminence among these 
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Ben, The what ? 25 

Mer, The pox of such antic, lisping, affecting fantasticoes ; 

26. affecting] affected Pope, &c. tacies Q,Q,W- phantasies Q^F^F^, 

fantasticoes] (Q,) Capell. phan- Rowe, &c. 

fr 

duellists, and one who understands the whole science of quarreling, and will tell 
you of the first cause and the second cause for which a man is to light [Sing, 
Huds,] Tybalt could not preten<l to be the head of his family, as both Capulet and 
Romeo barred his claim to that elevation. 

Mal. We find the same expression in Fletcher’s Women Pleas’d : ‘ a gentleman's 
gone then; A gentleman of the first house; there’s the end of’t.’ [Sta, 

Sta. Mercutio’s mockery is not directed against the practice of duelling in the 
abstract, for he appears to be almost as pugnacious as the fiery Tybalt himself. He 
is ridiculing the professors and alumni of those academies established in London 
during the latter part of the i6th century for the study of * The Noble Science of 
Defence,’ as it was called, — a class who appear to have prided themselves on the 
punctilious observance of certain forms and an affected diction, which had been 
rendered fashionable by the treatises of Saviolo [^Practise of the Duello^ Vine. 
Saviolo, 1595] and Caranza. The most obvious meaning of the words, ‘A gentle- 
man of the very first house,’ ap^ ears to be that Tybalt was a gentleman-scholar ‘of 
the very first house’ or school of fencing of the greatest teacher existing at the 
period. In George Silver’s Paradoxes of Defence^ Lond., 1599, it is stated that 
there were three ‘ Italian Teachers of Offence ;’ the first of whom was Signior Rocco, 
who had come into England thirty years before. ‘He disbursed a great summe of 
mony for the lease of a house in Warwickc-lane, which he called his collcdge, for 
he thought it a great disgrace for him to keepe a fence-schoole, he being then 
thought to be the only famous maistcr of the arte of armes in the whole world.’ ‘ He 
taught none commonly under twentie, forty, fifty or an hundred pounds.’ To be, 
therefore, a gentleman of such a house as this, was really ‘ a very ribband in the cap 
of youth.’ In the same tract occurs a curious illustration of another expression in 
the same speech of Mercutio: ‘the very butcher of a silk button.’ ‘One Austen 
Bagger, a verie tall gentleman of his handes,* resolved to encounter Signior Rocco, 
and went to another house which he had in the Blackfriars, ‘ and called to him in 
this manner; “Signior Rocco, thou that art thought to be the only cunning man in 
the world with thy weapons; thou that takest upon thee to hit ante Englishman with 
a thrust upon anie button ... I am come to fight with thee.” ’ To Warburton’s 
explanation Stcevens objects that both Capulet and Romeo preceded Tybalt in gene- 
alogical rank; but the truth is that neither of them at all interfered wdth such claim, 
Romeo was of the house of Capulet only by marriage with Juliet; and in the Hit 
of persons represented in the tragedy, Tybalt is called Nephew to Lady Capulet, 
The real heraldical reference, if that be the genuine sense of the passage, appears to 
have been quite overlooked. When the bearing of armorial ensigns became reduced 
to a science, a series of differences was instituted, the more readily to distinguish 
between the |Lnns borne by the several sons and descendants of the same family, and 
to show their order and consanguinity. They consisted of six small figures, called 
a label, crescent, mullet, martlet, annulet, and fleur-de-lis, which were always to be 
placed in the most prominent part of the coat-armour. These signs, borne singly, 
were for the sons of the ofiginal ancestors, who constituted that which heralds 
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these new tuners of accents! ‘By Jesu, a very good blade! a 
very tall man ! a very good whore !’ Why, is not this a lament- 

27, tuners\ turners Rowe. By Jesii\ Jesu Ff, Rowe, &c. 

accents^ accent QaQjQ^Ff, Rowe. om. Johns. Cham. 


denominated *ihe First House! the issue of those sons formed ‘ the Second House,* 
and carried their differences doubled, beginning with the crescent surmounted of a 
label, a crescent of a crescent, and so of the rest. It was ordained by Otho, Emperor 
of Germany, that the eldest son of the first member of the first house should be pre- 
ferred in dignity before his uncle; and the same regulation was also established in 
France, and made to include females. Tybalt was, therefore, the eldest son of Lady 
Capulet’s elder brother, and, without pretending to be at the head of his family, was 
still a gentleman descended of * the very first house.’ 

The passadOi more properly meant a step forward or aside in fencing: ‘ If 
your enemy be first to strike at you, and if, at that instant, you would make him a 
passata or remove, it behoveth you to be very ready with your feet and hand, and 
being to passe or enter, you must take heede,* &c. — Saviolo, H 3. 

The punto reverse was also an Italian term, meaning a back-handed stroke: 

* or, in both these false thrusts, when he beateth them by with his rajiier, you 

may with much sodainenesse make a passata with your left foote and your Dagger 
commanding his Rapier, you maie give him a punta cither dritta or riversa ' — 
Saviolo, K 2. 

Dyce. (Gloss.). Halliwell and Grant White adopt the perhaps doubtful explana- 
tion which I gave long ago, viz., *a gentleman of the very first rank, alias an 
upstart fellow, a nobody;’ an explanation to which I was led by finding in Fletcher’s 
Woman* s Prize^ act iv, sc. i : 

* but to be made a whim-wham, 

A jib-crack, and a gentleman o' the pirst house. 

For all my kindness to her,’ 

also in Cotgrave’s Fr. and Eng. Diet.. ‘ Gentilhomme de ville. A gentleman of the 
first head, an upstart Gentleman^ and in Coles’s Lat. and Eng. Diet. * An upstart 
Gentleman, A Gentleman of the first head, homo novus. a se ortusJ* 

24. the punto reverso] Hal. ‘ The next haq^ie of this breed is Scandale and 
Detraction. This is a right malecontent devill. You shall alwaies find him his hat 
without a band, his liose iingartercd, his rapier punto reverso. his lookes suspititious 
and heavie, his left hand continually on his Dagger.’ — Lodge's Wit's Miserie. 1596, 

p. 17. 

24. the hay] Johns. All the terms of the modern fencing-school were originally* 
Italian ; the rapier, or small thrusting-sword, being first used in Italy. The hay is 
the word hai. you have it, used when a thrust reaches the antagonist, from which 
our fencers, on the same occasion, without knowing, I suppose, any reason for it, 
cry out, ha ! [Sing. Verp. Huds. Hal. 

White. Equivalent to the Latin habet (= he has it) xt the gladiatorial shows. 

26. fantasticoes] Steev. Nash, in Have with You to Saffron "V^aldcn, 1596, 
snys; ‘Follow some of these new-fangled Gallardo’s and *F\%\\Qr Fantastico's^ &c. 
Again, in Decker’s Old Fortiinatiis, 1600 : ‘ I have danc’d with queens, dallied with 
ladies, worn strange attire, seen fantasticoes. conversed with humourists,’ &c. [Hal, 
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able thing, grandsire, that we should b thus afflicted with these 
strange flies, these fashion-mongers, these pardonn€z-moi% who 
stand so much on the new form that th^y cannot sit at ease on 
the old bench ? O, their bom, their bom / 32 


30. pardonnez-moij] Coll,, from 
Theob. pardoned ntecs Q^Qg. pardons 
mees Q,. paraon niees Q^. pardon- 
mods FjF^. pardon-mds F^F^, Rowe, 
Pope, Capell, Knt. Ktly. perdona-mVs 


Cambr. 

32. bonj, their bonj] borCs, their 
bon^T Theob. bones, their bones QqFf, 
Rowe, Pope, Han. Capell, Cambr. 
buofds, their buon‘s Anon, conj.* 


29. grandsire] Warb. Humourously apostrophizing his ancestors, whose sober 
times were unacquainted with the fopperies here complained of. [Sing. Huds. 

Ulr. I think that he applied this title to his friend, Benvolio, on account of the 
sedate, quiet, solid, and sensible demeanor which characterizes him through the 
whole play, and which Merctitio distinguishes as ‘ grandfatherly,* in opposition to 
the fashionable and wild behaviour of the time. 

Clarke. This appears to be addressed to Benvolio, partly in raillery of his staid 
demeanour, partly by way of impersonating him as a departed progenitor who would 
be disgusted could he witness the affectations that have sprung up since his time. 

30. pardonnez-mois] JOH: % Pardonnez>moi became the language of doubt or 
hesitation among men of the sword, when the point of honour was grown so delicate 
that no other mode of contradiction would be endured. [ Verp. Hal. Clarke. 

Dyce (ed. 2). The Camb. Edd. (Globe Shakespeare) print * these perdona-mi*s* 
(but surely Mercutio is here speaking of affected Frenchified gallants), and retain 
* 0 , their bones, their bones !Mn preference to Theobald’s emendation. (Against 
that emendation, by the by, Capell protests, and says : ‘ “ bonesT as several have 
observ’d, is “ an allusion to that stage of the French disease when it gets into the 
bones.” The thought has its introduction from the metaphorical expression just 
preceding, of — sitting at their ease.* — Notes, &c., vol. ii, P. iv, p. lo.) 

31. on the old bench] Farmer. This conceit is lost, if the double meaning 
of the word form be not attended to. [Hal. 

Steev. a quibble on the two meanings of the word form occurs in Love’s Lab. L., 
I. i, 209. [Hal. 

Blakeway. I have read that during the reign of large breeches (see Strypi , 
Annals, vol. i; Appendix, p. 78 and vol. ii; Appendix, No. 17 ; also a note of Steevens 
on Meas. for Mcas., II, i) it was necessary to cut away hollow places in the benches 
of the House of Commons, to make oom for those monstrous protuberances, without 
which contrivance they who stood on the new form could not sit at ease in the old 
bench. [Sing. Corn. Verp. Huds. Hal. 

32. bons, their bons] Theob. Mercutio is here ridiculing Frenchified, fan- 
tastical coxcombs; and therefore I suspect here he meant to write French too: ‘O, 
their bon*s ! their bon*s !* — i. e., how ridiculous they make themselves in crying out 
good, and being in ecstasies with every trifle, as he had just described them before. 
[ Clarke. ^ 

Mal. Theobald’s emendation is confirmed by a passage in Greene’s Tu Quoque, 
from which we learn that bon jour was the common salutation of those who affected 
to appear fine gentlemen in Sh.’s time ; ‘ No, I want the bon Jouroxkdi the tu quoque, 
which yonder gentleman has.’ [Hal. 
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Enter Romeo. 

Ben. Here comes Romeo, here comes Romeo. 33 

Mer. Without his roe, like a dried hei^ring. O flesh, flesh, 
how art thou fishified ! Now is he for the numbers that Petrarch 
flowed in ; Laura to his lady was but a kitchen-wench ; marry, 
she had a better love to be-rhyme her ; Dido, a dowdy ; Cleopa- 
tra, a gipsy ; Helen and Hero, hildings and harlots ; Thisbe, a 
grey eye or so, but not to the purpose. — Signior Romeo, bon 


Enter Romeo.] QqFf. After purpose ^ 
line 39, Dyce, Clarke, Cham. 

33. Here comes Romeo'] Once only in 

(Qi) Pope, Han. 

36. was but] (QJ Pope, was QqFf, 


Capell, Coll. Ulr. Del. Sta. White, Hal. 
36. marry... her] (marry...her) Ulr. 
39. sOf but not] so : but now Han 
Warb. 


34. his roe] Seymour. That is, he comes but the half of himself; he is only a 
sigh — O me! i. e., me Of the half of his name. \Har. 

36. marry, she had a better love to be-rhyme her] Ulr. I have enclosed 
these words in brackets because they obviously insert parenthetically a word of praise 
of Petrarch, and perhaps a thrust at Romeo, who probably had likewise be-sung his 
Rosaline. 

Gerald Massey {*Sh. Sonnets^ &c., p. 473). Supposing my theory to be correct, 
the perfection of the banter here, — as between Sh. and Southampton, — would lie in 
an allusion unperceived by the audience, but well known to poet and patron as re- 
lating to the Sonnets which were then being written. This would be no more than 
his making public allusion to the Sonnets, as work in hand, when he dedicated the 
poem of *• Lucrece.* Besides, Sh. maybe the original of Mercutio (see l^en Jonson’s 
description of his liveliness) ; he may even be playing the part on the stage to Bur- 
bage’s Romeo, and the joke at his own and his friend’s expense would be greatly 
heightened by an arch look at Southampton sitting on the stage in ‘the Lord’s 
places, on the very rushes where the comedy is to dance.’ Many things would be 
conveyed to the initiated friends by the Poet’s humour thus slyly playing bo-peep 
from behind the dramatic mask. 

39. grey eye] Mal. He means to allow that Thisbe had a very fine eye, for it 
appears that a grey eye was in Sh.’s time thought eminently beautiful. This may 
seem strange to those who are not conversant with ancienb phraseology ; but a gtey 
eye undoubtedly meant what we now denominate a blue eye. \Co 7 'n.] Thus in 
Venus and Adonis : ‘ Her two blue windows faintly she upheaveth,* i. e., the win- 
dows or lids of her blue eyes. In the very same poem the eyes of Venus are termed 
grey; ‘Mine eyes are grey and bright, and quick in turning.’ [Subs. Sing. Knt. 
Verp. Huds. 

Steev. If grey eyes signified blue eyes, how happened it that Sh., in The Tem- 
pest, I, i, should have styled Sycorax a blue-eyt^ hag instead of a ^r^y'-eyed one ? 

Ulr. Malone is contradicted, first by two of the passages which he himself has 
adduced, and in which beautiful eyes are described as ‘ gray as glass,’ t. e., as green- 
ish gray, and in the next place by the words of the Nurse, HI, v, 221, where she 
extols the green eyes of Count Paris as especially beautiful. Blue eyes, properly so 
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jour! there's a French salutation to ’'»’our French slop. You 
gave us the counterfeit fairly last night. 41 

Ro7n, Good morrow to you both. What counterfeit did I 
give you ? 

Mer, The slip, sir, the slip; can you ac. conceive? 

Rom, Pardon, good Mercutio, my business wr.s great ; and in 
such a case as mine a man may strain courtesy. 46 

Mcr, That's as much as to say, such a case as yours con- 
strains a man to bow in the hams. 

Rom, Meaning, to court’sy. 

Mcr, Thou hast most kindly hit it. 50 

40. slop\ stop Pope. 46. courtosy] coursie F^F^. 

45* Ff, Rowe, Pope, 49. cour/*sy^ courtesie F^F^F^, cur, 

Han. sic QqF^. 

called, appear even to have been accounted ugly, since Sh. speaks of Sycorax as a 
‘ blue-eyed hag/ Mercutio means to say that in Romeo’s 'opinion Thisbe to his lady 
was indeed * grey-eyed’ (pretty-eyed), or something of that sort, but on the whole 
* insignificant.’ Not to the purpose is, does not belong to the subject, does not mat-* 
ter, therefore trifling. 

Del. a bright blue eye. 

Dyce. Blue, azure. 

40. French slop] Steev. Slops are large, loose breeches or browsers, 

Coll, Iluds. Sta. Dyce. 

Cham. Something like the Knickerbockers of the present day. 

White. We still have ‘slop-shops.* 

42, Good morrow] Coleridge {Lit, Rem. vol. ii, p. 155, ed. 1836). Compare 
again Romeo’s half exerted and half real ease of mind with his first manner when 
in love with Rosaline. Ills will had come to the clenching point. [AwA 

44. slip] Reed. ‘And therefore he went and got him certain slips which are 
counterfeit pieces of money, being brasse, and covered over with silver, which the 
common people call slips.' — Thieves falling out^ True Men come by their Goods ^ by 
Robert Greene. Again ; ‘ I had like t’ have been Abus’d i* the business, had the 
slip slur’d on me, A counterfeit.' — Magnetick Lady, III, vi. [Sing. Nares, Knt, 
Com. Coll. Iluds. Sta. White, 

Nares. Probably so named from its being smooth and slippery. 

Halliwell. Nash, in his Life of Jacke Wilton, 1594, has the following passage; 
‘ Aie me, shee was but a counterfeit slip, for she not only gave me the slip,’ &c. ‘ Is 
he not fond then which a slip receaves For currant money ?’ — Skialetheia or a 
Shadowe of Truth, 1598. 

48. to bow in the hams] Ulr. Ham is the kneepan, which in polite obeisance 
(as in kneeling) was bent outwardly. ‘ To bow in the hams,’ /. e., to bend the knee 
inwardly, isisxpressive of the opposite, namely, of impoliteness. But Ham signifies 
also the thigh, and what Mercutio’s indecent tongue means ‘ by bending in the ham’ 
cannot be doubtful. 

50. kindly] Sta. That is, most pertinently hit it. So in i Hen. VI ; III, i, 
11 * 
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Rom. A most courteous exposition. 

Mer. Nay, I am the very pink of courtesy. 

Rom. Pink for flower. 

Mer. Right. 

Rom. Why, then is my pump well flowered. 55 

Mer. Well said; follow me this jest now, till thou hast worn 
out thy pump, that, when the single sole of it is worn, the jest 
may remain, after the wearing, solely singular. 

Rom. O single-soled jest, solely singular for the singleness I 

51. courieous\ curtuous Ulr. Sure wit : Del. Sta. Wliite. 

56. Well said Capell, from (Q,). 58. solely\ Warb. soly Qi\. wle-Hi, 

Sure wit Q^. Sure wity Thr rest. Sitre Rowe, Capell. solely- Pope, &c. (Johns.) 
wit — Rowe, &c. Sir 7 vity Anon, conj.* Sta. sole Dyce (ed. i), Cham. 

Sheer wit! Mai. conj. Sure wit. Knt. 59. Two lines in Ff. 

when Warwick says, < Sweet King! the bishop hath a kindly gird! he does not 
mean, as it has been interpreted, * a reproof meant in kindness,’ but an apposit* 
reproof, a reproof in kind. This sense of the word is very clearly shown in a pass- 
age in Middleton’s play, < The Mayor of Qiieenborough,’ III, iii, wliere Vortigern, 
having discovered the trick of Ilengist in cutting the hide into thongSy tells him his 
castle shall be called Thong Castle ; to which the latter replies : ‘ there your grace 
quites me kindly.* 

Whitk. That is, in kind ; your reply was of a piece with my speech. 

55. pump well flowered] Johns. Here is a vein of wit too thin to be easily 
found. The fundamental idea is, that Romeo wore pinked pumps, — that is, punched 
in holes with figures. Corn. JIuds. Dyccy Hal. 

Steev. See the shoes of the morris-dancers in the plate [from Toilet’s painted 
window, where the figures marked 4 and 10 have pinked shoes] at the conclusion 
of I Hen. IV. [Var., vol. xvi.] [Dyce.'\ It was the custom to wear ribbons in 
the shoes, formed into the shape of roses or of any other flowers. [JCnt.'\ So in 
The Masque of FlowerSy acted by the Gentlemen of Gray’s-Inn, 1614: ‘Every 
masker’s pump was fasten’d with a flower suitable to his cap.’ [^Sing. Com. V'erp. 
Huds. dial. Clarke. 

Ulr. Neither flowers, nor ribbons in the shape of flowers, were worn on ‘ pumps’ 
(that is, dancing-shoes, or shoes in general), as the English commentators assert, — 
the passage adduced in proof of it by Steevens docs not show what it purports to 
do, — but Romeo continues to pun on the word pinky a point \spitze'\y a flower, and 
says, in effect : if pink is for flower, then my shoes — which were then worn very 
pointed \zugespitzf\ — * are well flowered.’ 

Sta. The idea seems to be, — my shoe or ptimpy being pinked or punched with 
holes, is well flowered. There may be also a latent allusion to the custom referred 
to by Steevens. 

Clarke. These ornaments are still used for women’s shoes, and called ‘ rosettes.* 

59. single-soled] Mal. It formerly signified mean or contemptible p and that is 
one of the senses in which it is used here. In Holinshed’s Irelandy p. 23 : ‘ which 
was not unlikely, considering that a meane tower might serve such single-soale kings 
as were at those dales in Ireland.* 
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Mer, Come between us, good Benvoli'>; my wits fail. 6o 
Ro?n, Switch and spurs, switch and spurs; or I’ll cry a 
match. 

Mck Nay, if thy wits run the wild-goose chase, I have done ; 
for thou hast more of the wild-goose in one of thy wits than, I 


6 0. wits f(iiT\ (Q,) Steev. wits 

faints ^ faints Rowe, 

&c. Capcil, Del. Sta. 7 vifs faint Q^, 
Dyce (cd. i), Cambr. Knt. (ed. 2). 

61, 62. Two lines in Ff. 

61. Switch... switcJi\ Pope. Swits.., 
swits QtjFf, Rowe. Switches... switches 
Anon, conj.* 


Of rill Johns, for [ 

Capell. 

63. thy wits'] (Qj) Capcil. our wits 
QqFf, Knt. Coll. Ulr. Del. Huds. Sta. 
White, Hal. 

/ have] (QJ Capell. / am 
QqFf, Rowe, &c. 

63, 64. wild-goose] wild goats Giey 
conj. 


Stekv. That is, slight, unsolid, feeble. It occurs likewise in Hall’s Satires, b. ii : 
‘that doth excite Each single-sold squire to set you at so lights I*' Decker’s 

Wonderful Veare, 1603, we meet with * a single-sole fidler.’ In A Short Relation of 
a Long Journey, &c., by Taylor, the Water- Poet; ‘There was also a single-soaVd 
gentlewoman, of the last edition,’ Kc. 

Sing. Malone and Steevens have made strange work with their conjectures on the 
meaning of single-soled. I have .shown (vol. v, p. 270, note 20) that single meant 
simple, silly. Single-soled had also the same meaning ; * He is a good sengyll soule, 
and can do no harm; e.st doli nescius non simplex.’ — Horman^s Vulgaria. The 
^smgle soule kings,’ the * single sole fidler,’ and the * single soaPd gentlewoman,’ were 
all simple persons. It sometimes was synonymous with TIIREADHARE, coarse spun, 
and this is its meaning here. The worthy Cotgrave explains, ‘ Monsieur de trois au 
boisseau et de trois k un 6p6e : a threadbare, coarse-spun, single-soled gentleman.’ 
IHuds. White, Dyce, Hal. 

Coll. (ed. 2). That is, a contemptible, foolish jest. The word often occurs in 
authors of the time in this sense ; and Steevens quotes the following couplet in point 
from Bishop Hall’s ‘ Satires,’ B. ii, sat. 2 [as above]. If Steevens be accurate (and 
Singer quotes the very same words), the reprint of Hall’s ‘ Satires’ in 1824 is wrong, 
for there ‘ excite’ is printed incite : the meaning is nearly the same, and we are only 
anxious to be accurate, not having at hand any original copy of Flail’s ‘ Satires.’ 

60. my wits fail] Ulr. Almost all the English edd. unaccountably prefer 
fail,* although Romeo’s reply is to the point only when it is preceded by a word 
iik'e faint, which is used of horses becoming tired. 

^ 63. wild-goose chase] Holt White. One kind of horse-race, which resem- 
bled the llight of wild-geese, was formerly known by this name. Two horses were 
started together, and whichever rider could get the lead, the other was obliged to 
follow him over whatever ground the foremost jockey chose to go. [Huds.] That 
horse which could distance the other won the race. See Chambers’s Diet., article 
Chase. This barbarous sport is enumerated by Burton, in his Anatomy of Melan- 
choly, as a recreation much in vogue in his time among gentlemen : ‘ Riding of great 
horses, running at ring, tilts and turnaments, horse-raees, wild-goose chases, are the dis- 
ports of great men.’ — P. 266, ed. 1632, fol. [6'm^. Huds. Sta. White, Dyce, Hal. 

Knt. It is scarcely necessary to describe a sport, if sport it can be called, which 
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am sure, I have in my whole five. Was I with you there for the 
goose ? 

Rom, Thou wast never with me for any thing when thou 
wast not there for the goose. 

Mer, I will bite thee by the ear for that jest. 

Rom. Nay, good goose, bite not. 70 

Mer. Thy wit is a very bitter sweeting ; it is a most sharp 
sauce. 

Rom. And is it not well served in to a sweet goose ? 

Mer. O, here*s a wit of cheveril, that stretches from an inch 
narrow to an ell broad ! 75 

Ro 7 n. I stretch it out for that word, * broad y which added to 
the goose, proves thee far and wide a broad goose. 

71, 72. Two lines in Ff. 77. thee\ the 

71. bitter sweeting\C^(\. bitter-sweet- a broad'\ abroad Yi. broad 

PY, Sta. (cd. 2).* abroad, Yarmercoti}. abroad-^ 

73. well'\ then well Q^,. Coll. Del. 

in to] into 

is still used amongst us. When the * wits run the wild-goose chase,* we have a type 
of its folly, as the ‘ switch and spurs, switch and spurs,* is descriptive of its brutality. 

69. bite thee] Dyce. * This odd mode of expressing pleasure, which seems to 
be taken from the practice of animals who, in a playful mood, bite each other’s ears, 
&c., is very common in our old dramatists.* — Gifford’s note on Jonson's Works, 
vol. ii, p. 184. 

70. bite not] Sterv. A proverbial expression to be found in Ray, {^Sing'. Kht. 
Coll. Dyce. — Ray’s Proverbs, p. 56, ed. 1768. 

71. bitter sweeting] Steev. An apple of that name. [Sing. Knt. Coll.] In 
Summer's Last Will and Testament, 1600: ‘as well crabs as sweetings for his 
summer fruits.* In Fair Em, 1631 : ‘And left me such a bitter sweet to gnaw upon?* 
In Gower, De Con/essione Amantis, lib. viii, fol. 174, b. : 

‘ For all such tyme of love is lore. 

And like unto the bitter swete ; 

For though it thinke a man fyrst swete. 

He shall well felen at laste 
That it is sower,* &c. IPal. 

White. The passage illustrates the antiquity of that dish so much esteemed Iqr 
nil boys and many men — goose and apple-sauce, 

Dyce. ‘A Bitter-sweet [Apple], Amarimelluml — Coles’s Lat. and Eng. Diet. 

74. cheveril] Johnson. Soft leather for gloves. [Sing. Coll. Huds. 

Steev. So in The Owle, by Drayton [‘p. 409, ed. 1619.* — Sing.] : ‘He had a 
tongue for every language fit, A cheverell conscience and a searching wit.* [Hal. 

Musgrave. From ckevreuil, roebuck. [Knt. Hal. 

Sing. [Note on Hen. VIII : II, iii]. This is often alluded to, in comparisons, foi 
anything pliant or flexible. 

77. a broad] Dyce Remarks^ &c. p. 170). The Qq are right. Collier’s read- 
ing, instead of ‘ adding broad to the goose,* entirely separates the words. 
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Mcr. Why, is not this better now t’ an groaning for love ? 
now art thou sociable, now art thou Romeo ; now arc thou what 
thou art, by art as well as by nature ; for this drivelling love is 
like a great natural, that runs lolling up and down to hide his 
bauble in a hole. 82 

Ben. Stop there, stop there. 

Mir. Thou desirest me to stop in my tale against the hair. 
Bcjt. Thou wouldst else have made thy tale large. 85 

Mer. O, thou art deceived ; I would have made it short ; for 
I was come to the whole depth of my tale, and meant indeed to 
occupy the argument no longer. 

Rom. Here’s goodly gear ! 

79. art thou sociahIe\ thou art soda- 84. the hair\ th^ 'air Ed. conj. 

ble Rowe (ed. 2),* &c. 86. for\ or F^Fj^F^. 

82. baubte'] F^. bable I’he rest. 


Coll. (ed. 2). Dyce does not plain what he means by ‘a broad goose;* and 
we never heard of one, even among tailors. What Romeo plainly means is that 
Mercutio has proved himself, * far and wide abroad,* a goose ; and we thus add 

* broad’ to ‘ goose’ in the way intended, and preserve whatever force there may be in 
the retort. 

Sta. The quibble here has not been understood. Romeo plays on the words a 
broad and a brode. The Turnament of Tottenham, Harl. MSS., No. 5396 : * Forther 
would not Tyb then, Tyl scho had hur brodehen Set in hur lap.’ \^Ctarhe, 

78. better] Knt. Romeo had not only recovered the natural lone of his mind, 
but he had cenne back to the conventional gayety, — the fives-play of witty words,— 
which was the tone of the best society in Sh.’s time. 

78. groaning for love] Coll. (ed. 2). In Love’s Lab. L., IV, iii, 182, Biron 
asks when he had ‘ groaned for love,’ not ‘ groaned for Joan,’ or Tone, as it has 
been hitherto misprinted. 

82. bauble] Douce. The epithet driveling is applied to love as a slavering 
idiot ; but Sir Philip .Sidney has made Cupid an old drivell. See the lines quoted 
from the Arcadia by Dr. Farmer, Much Ado, III, ii. [On p. 508, Douce says] ; 
The licensed Fot)l’s or Jester’s official sceptre or bauble was a short stick orna- 
mented at the end with the figure of a fool’s head, or sometimes that of a doll or 
‘puppet. [Dyre.] To this instrument there was frequently annexed an inflated 
skin or bladder, with which the fool belaboured those who offended him, or with 
whom he was inclined to make sport. The French call a bauble Marotte from 
Marionette. 

84. against the hair] Steev. A contrepoil. Equivalent to the expression which 
we now use — * against the grain.* [Sing. JTitds. 

Nares. Against the grain, or contrary to the nature of anything. See Ray’s 

* Proverbs I p. 194. See Merry Wives, II, iii, 41. Also Tro. and Cress., I, ii, 27. 
[Sing. ITuds. 

Dyce. *lnvit(l MinervS, aversante natur&l — Coles’s Lat, and Eng. Diet, 

I 
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Enter Nurse and Peter. 


Mer, A sail, a sail ! 

Ben, Two, two ! a shirt and 
Nurse, Peter ! 

Peter, Anon ? 

Nurse, My fan, Peter. 

89. Enter...] Enter Nurse and her 
man. (after longer^ line 88) QqFf, Ulr. 
Cham. After smock ^ line 91 White. 

90. Mer. A sail, a sail !'\ Mer. A 
saitf a sail, a sail I (QJ Capell, Var. 
Knt. Dyce, Sta. Cham. Clarke. A sayle, 
a sayle, (continued to Romeo) QqFf, 
Rowe, &c. Ulr. White. 


90 

smock. 


91. Ben.] (Q,) Capell. Mer. QqFf, 
Rowe, &c. Ulr. White. 

92. Refer I'] Peter, pt^ythee give me 
my fan (Q^) Coll. Sing. (ed. 2), Huds. 
Hal. Ktly. 

93. 94. om. Coll. Sing. (ed. 2), 
Huds. Hal. Ktly. 


91. Enter Nurse .... smock] Ui.Rici. I cannot see why Romeo should not 
add ‘A sail, a sail!’ by way of explaining his exclamation, ‘FTere’s goodly gear!’ 
At all events, the words that follow, * Two, two,’ &c., are far more appropriate from 
Mercutio than from Benvolio. 

White. Especially does the surreptitious 4to [(Q,)] appear to err (yet since 
Malone’s time — 1790 — it has hitherto been universally followed) in assigning that 
most Merciitian exclamation, * Two, two; a shirt and a smock I’ to the taciturn, cor- 
rect, and commonplace Benvolio. It should be observed, too, that in this Scene, 
both before and after the entrance of the Nurse, Romeo is in a very lively mood, and 
rivals Mercutio in the brisk encounter of empty words; but Benvolio is not moved 
from his usual quiet and decorum. 

Dyck (ed. 2). Mr. Grant White objects to the words ‘Two, two; a shirt and a 
smock’ being assigned to the taciturn, correct, and commonplace Benvolio, yet in his 
note on the speech which presently follows, ‘ she will indite him to some supper,’ he 
observes that ‘ Benvolio can be slyly ironical.* 

94. My fan] Farmer. The business of Peter carrying the Nursds fan seems 
ridiculous according to modern manners ; but I find such was formerly the practice. 
In an old pamphlet called The Serving Man's Comfort, 1598, we are informed, ‘ The 
mistress must have one to carry her cloake and hood, another her fanned [Sing, 
Huds. Hal. Clarke. 

Steev. Again in Love’s Lab. L., IV, i, 147. [Sing. Huds. Clarke. 

Knt. [gives at the end of the Act a picture of the kind of fan which Peter had t<f 
bear, and says] : It does not appear, therefore, quite so ridiculous, when we look 
at the size of the machine, to believe that the Nurse should have a servant to 
bear it. 

Dr. F. T. Vischer {*Aesthetik,' &c., 1857, vol. iii, p. 1201). When the Nurse 
enters in all her finery, and begins, ‘ Peter, my fan,’ it must be a very stupid reader 
who does not have instantly before him, in all essential features, the picture of the 
silly old creature, faithful but vulgar, talkative but secretive, as full of vanity as of 
wrinkles, tricked out in her ribbons, as, with bridling gait and nose upturned, she 
affects the fine lady. 
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Mer, Good JPeter, to hide her face ; f r her fan's the fairer of 
the two. ^ q 6 

Nurse, God ye good morrow, gentlem ;n. 

Mcr, God ye good den, fair gentlewoman. 

Nurse, Is it good den ? 

Mcr, Tis no less, I tell you ; for the bawdy hand of the dial 
is now upon the prick of noon. 

Nurse. Out upon you ! what a man are you ! 10^ 


95. Good'\ Do good Pope, &c. Ca- 
pell. Pr^ytkeOy dOy good Var. (Corn.) 
Coll. Sing. Huds. Ilal. Ktly. from (QJ. 
Good„.face.'\ Separate line, Ff. 
95, 96. One line in Qq. 


fairer of the two’\ (Q,) Pope. 
fairer face QqFf, Rowe, Knt. Com. 
Del. Dyce, Sta. White, Clarke. 

98. gentiewoman\ gentlewomen Fj,Fj^. 

99. Is it] It is F,. 


96. fairer of the two] Coll. (ed. i). Some modern edd. have here adopted 
the reading of no old copy, but have compounded a text out of several. 

Huds. Divers modern eds. have compounded a third reading out of the two 
[in (QJ and Q^], which is hard.^ allowable anywhere, and something worse than 
useless here, even if it were allowable. 

98. God ye good den] Steev. That is, God give you a good even. The first 

of these contractions is common among the ancient comic writers. So in R. Brome’s 
Northern Lass, 1633 : God you good even, sir. Huds, 

Nares. This salutation was used by our ancestors as soon as noon was past, after 
which time good morrow, or good day, was esteemed improper. \^Dyce. 

99. good den ?] Knt. Sh, had here English manners in his eye. The Italian 
custom of commencing the day half an hour after sunset, and reckoning through the 
twenty-four hours, is inconsistent with such a division of time as this. 

Nares. Good den is a mere corruption of good e'en for good evening. 

Ulr, Den is probably derived from day -even ; the two words were made into 
one, because, according to the way of reckoning time in those days, even began im- 
mediately after noon. 

101. prick of noon] Amner [the pseudonym of Steevens]. This hath already 
occurred in 3 Hen. VI; I, iv: ‘And made an evening at the noon-tide prick.' 
Prick meaneth pohit — i, e., punctum, a note of distinction in writing, a stop. So in 
Timothy Bright’s Characterie, or an Arte of Shorte, 6r»r., Writing by Characters, 

^ 1588 : ‘ If the worde, by reason of lence, ende in ed, as I loved, then make a prick 
in the character of the word, on the left side.* [Sing. Huds, 

Dyce. That is, the point of noon, with a quibble. 

102. Out . . . you] Ulr. The indignant reply of the Nurse shows that Mercutio 
must have meant something more than that it would soon be noon. * Noon* some- 
times also signifies the middle of the night — e.g., ‘the night advancing to her noon,* 
or (in Dryden) ‘ at the noon of night he saw,* &c. Mercutio means therefore to say 
that the looks of the Nurse point to the late evening (of her life), indeed even to the 
midnight (perhaps also with an obscene allusion), and he probably indicated this 
allusion by a gesture of his hand towards her bosom, on which account Schlegel 
very well translates ; ‘ Your stomacher points to sundown.’ 
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Rom, One, gentlewoman, that God hath made himself to 

mar. 

Nurse, By my troth, it is well said: ‘for himself to mar,' 
quoth 'a ? — Gentlemen, can any of you tell me where I may find 
the young Romeo ? 

Rom, I can tell you ; but young Romeo will be older when 
you have found him than he was when you sought him. I am 
the youngest of that name, for fault of a worse. IIO 

Nurse, You say well. 

Mcr, Yea, is the worst well? very well took, i’ faith ; wisely, 
wisely. 

Nui^se, If you be he, sir, I desire some confidence with you. 

Ben, She will indite him to some supper. I IS 

Mer, A bawd, a bawd, a bawd ! So ho ! 

Ro7n, What hast thou found ? 


103. himself for himself Coll. 
Ulr. Huds. Sta. White, Ilal. Clarke, 
Dyce (ed. 2), Ktly. 

105. well sail] said sad 

F^, Rowe, 

106. quoth ^a] quath a Q^Q^F,. 
quotha F^P'^P'^, Rowe, &c. 

Gentlemen] Gentleman F^F^^F^. 


107. the] om. (Qj) Pope, Han. 
112-114. Yea,., you] Qq. Verse, four 
lines ending well. ..wisely. ..sir, ...you Ff, 
Rowe, &c. 

1 14. If you] If thou Q^Qj. 

1 15. indite] endite QqP',. invUt 
(QJFgF^, Rowe, Pope, Ulr. envite F^. 

some] om. (Q,) Capell. 


103. made himself] Coix. (ed. i). ‘For’ of (QJ is left out in subsequent 
copies ; but the rejietition of the words by the Nurse, ^for himself to mar,’ shows 
that it had been improperly omitted. [J/uds. 

White. ‘ P'or’ is omitted plainly by mere accident. 

1 14. confidence] S. Walker. The Nurse, I imagine, means to say 

So Mistress Quickly, Merry Wives, I, near the end : ‘ and I will tell your worship 
more of the wart the next time we have confidence.’ And Dogberry, Much Ado, 
III, V, init, : * Marry, sir, 1 would have some confidence with you that decerns you 
nearly.’ Vice versh, in Shirley, Love Tricks, v, near the end, Jenkin, the Welshman, 
says : * well, Jenkin were even best make shurneys back into her own coun- 

treys, and never put credits or conferences in any womans in the whole urld.’ 

1 15. indite] Ulr. Indite, so very inappropriate as it is, I consider a mere mis-* 
print of Q3, which the other eds. have followed. At all events, I can discover in it 
neither sense nor wit. My view is upheld by Q^. 

Dyce (ed. 2). Probably we are to suppose that Benvolio uses the word indite in 
ridicule of the Nurse’s ^ confidence.^ \^Clarke.] 1865. I now find Walker asking, 
•Is this [“ indite”] in imitation of the Nurse’s “confidence” ?’ — ‘CW/.,’ &c., vol. iii, 
p. 226. 

White. * Indite’ is not improbably in ridicule cf the Nurse* s ‘ confidence tor 
Benvolio can be slyly ironical ; but it is possibly a mere misprint of Q^. 

Ktly. Benvolio was probably anticipating the Nurse’s language. 

1 16. So ho!] Johns. Mercutio having roared out Sc hoi the cry of the sports 
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Mer. No hare, sir ; unless a hare, sir in a lenten pie, that is 
something stale and hoar ere it be spent — \Smgs. 

An old hare hoar, 120 

And an old hare hoar. 

Is veiy good meat in Lent . 

But a hare that is hoar. 

Is too much for a score, 

When it hoars ere it be spent — 125 

Romeo, will you come to your father’s ? wc’ll to dinne** thither 
Rom. I will follow you. 

Mer. Farewell, ancient lady; farewell, \singin^ ‘lady, lady, 
lady.* {Exeunt Mcrcutio and Benvolio. 


1 19. [Sings.] Singing. Capell. om. 
QqFf, Rowe, &c. Var. Knt. Coll. (ed. i), 
Del. Sta. Hal. Ktly. He walkes by 
them, and sings. (QJ Ulr. 

120-125. An old.,, spent ^ As in Ca- 
pell. Two lines, QqFf* Four (QJ 


Coll. Huds. Ulr. Del. White, Hal. 

128. [singing] Dyce (Farmer conj,), 
Coll. (cd. 2), White, Cambr. 

128. fare 7 vell.,.lady~\ Separate line, 
in italics. Coll. (ed. 2) (MS). 


men when they start a hare \_ClarPe']t Romeo asks what he has found. And Mer- 
cutio answers, No hare^ &c. The rest is a series of quibbles unworthy of explana- 
tion, which he who docs not understand needs not lament his ignorance, [Hal. 

A. C. So ho ! is the term made use of in the field when the hare is found in her 
seat [6V<2.], and not when she is started. [Hal. 

120. hoar] Stkev. Hoar or hoary is often used for mouldy ^ as things grow white 
from moulding. [Sing. Huds.'] So in Fierce Pennyless' s Supplication to the Devils 

^595 • * hoary as Dutch butter.’ Again in F. Beaumont’s Letter to Si)eght on 

his edition of Chaucer, 1602: * Many of Chaucer’s words are become, as it were, 
vinew’d and koarie with over long lying.’ Again in Every Alan out of his Hurnour • 
‘ his grain . . . might rot Within the hoary ricks,’ [Hal. 

Halliwell. ‘ A wenching fellow, having bcene out all night, was asked where 
he had been, who was answered, a hunting. A hunting, quoth the other ; where, I 
prethee? Marry, in Bloomsbury Park, replyed the fellow. How, quoth his friend, 
in Bloomsbury Park ? q'hat was too little purpose, for I am sure there is nere a hare 
in it.’ — Mirth in Abundance^ 1659. 

1 20-1 25. Mal. These lines appear to have been part of an old song, [Sing. 
Huds. Dyce. 

Sta. This may be so, but is more probably an extempore rhyme sung by Mercutio 
for the nonce. 

Coll. (ed. 2). A not very intelligible fragment of some old ballad. 

126. to dinner] Clarke. This, among many other passages in Sh., shows that 
twelve o’clock, or a little after, was the usual hour for dinner in his time. 

128. ‘lady, lady, lady.*] T. Warton [Note on Twelfth Night, II, iii]. The 
ballad of Susanna, from wdience this line is taken, was licensed by T. Colwell, in 
1592, under the title of The goodly and constant Wyfe Susanna. [Sing. Huds. Dyce. 

Sta. A stanza is given in Percy’s *Reliques ’ ' ol. i, p. 204 ; 

1 ? 
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Nurse, Marry, farewell ! — I pray you, sir, what saucy merchant 
was this, that was so full of his ropery? 131 

130. Marry i farewell l'\ (QJ Mai. 131. ropery^ roguery F^, Rowe, 

om. QqFf, Ulr. Sta, • Pope, Ilan. 

‘ There dwelt a man in Babylon Of reputation great by fame ; 

He took to wife a faire womdn, 

Susanna she was callde by name : A woman fair and vertuous ; Lady, lady ; 

Why should we not of her learn thus To live godly ?’ 

Coll. (ed. 2). It was a veiy favorite tune, and Mercutio, according to the (MS.), 
here sang a part of it. 

130, Marry, farewell] Ulr. In view of the vexation and rage of the Nurse it 
seems to me psychologically more correct that she should return no answer to Mer- 
cutio’s derisive farewell. I think, therefore, that these words were, with good 
reason, left out by the later edd. 

130. merchant] Steev. This term, which was, and still is, frequently applied 
to the lowest sort of dealers, seems to have been used in contradistinction to gentle- 
man, The term chap^ i. e., chapman^ a word of the same import with merchant in 
its less respectable sense, is still in use among the vulgar as a general denomination 
lor any person of whom they mean to speak with freedom or disrespect. In Church- 
yard’s Chance t 1580: * What saucie merchaunt speaketh now, saied Venus in her 
rage.’ \^Sing, Sta, 

Douce. Whetstone ^ in his Mirour for magestrates of eytles, 1584, speaking of the 
usurious practices of the citizens of London who attended the gaming-houses for the 
purpose of supplying the gentlemen players with money, has the following : * The 
extremity of these mens dealings hath beene and is so cruell as there is a natural 
malice generally impressed in the hearts of the gentlemen of England towards the 
citizens of London, insomuch as if they odiously name a man, they foorthwith call 
him a trimme merchaunt. In like despight the citizen calleth every rascall a joly 
gentleman. And truly this mortall envic betweene these two woorthie estates was 
first engendred of the cruell usage of covetous merchaunts in hard bargaines gotten 
of gentlemen, and nourished with malitious words and revenges taken of both par- 
ties.* [A«/. Hal, 

Dyce. Compare, in The Faire Maide of Bristow ^ 1605, *What [s]ausie mer- 
chant have you got there ?’ Sig. B. ii. 

White. Sometimes used of old in the derogatory sense now attached to ‘ huckster. 

IIalliwell. Barnaby Rich, in his New Descrij^tion of Ireland, l6io, p. 69, 
speaking of the shop-keepers of Dublin, says : ‘ The trade that they commonly use 
is but to London; from thence they do furnish themselves with all sortes of wares 
for their shoppes, for shipping they have none belonging to the towne that is worthy 
the speaking of, yet they will bee called merchanttes ; and hec that hath but a bar- 
rell of salt or a barre or two of iron, in his shop, is called a merchant; he that doth 
but sel earthen pottes and pannes, sope, otmeale, trenchers, and such other like 
trash, is no lesse than a merchant ; there bee shopkeepers in Dublin that all the 
warres they are able to shewe are not worth a poore English pedlar’s packe, and yet 
all these bee merchantes.* 

13 1, ropery] Steev. Anciently used in the same sense as roguery is now. In 
T'he Three Ladies of London, 1584 : ‘ Thou art very pleasant and full of thy roperye,' 
[Sing, Verp. Huds.'] Rope-tricks are mentioned in another place. [Sing. ColL 
Verp. Huds, 
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Rom. A gentleman, nurse, that lov-s to hear himself talk, 
and will speak more in a minute 'than lie will stand to in a 
month. 134 

Nurse, An *a speak any thing against me, I’ll take him down, 
an ’a \^ere lustier than he is, and twenty sach Jacks; and if I 
cannot, I’ll find those that shall. Scurvy kna\e! I am none 
of his flirt-gills 1 I am none of his skainsmatcs! — ^And thou 

135, 136. An] Pope. And QqFf. (Qi)Q^^x^j* skains mates F^. kins- 

138. his] her Q^. mates M. Mason corj. siews^maies Bu- 

Jlirt’gills] Jlurt gill^ Q^. Jlurt bier conj.* 
gils Qy Jlurt gils Ff. gil-Jiurts Q4Q5. To lier man. Rowe. Turning to 

skains- mates] F^. skaines mates Peter. Cambr, from (Q,). 

Douce. The word seems to have been deemed unworthy of a place in our early 
dictionaries, and was probably coined in the mint of the slang or canting crew. It 
savours strongly of the halter, and appears to have signified a low kind of knavish 
waggery. From some other words of similar import it may derive illustration. 
Thus a rope-rype is defined in Iluhxt’s Ahecedarium to be ‘an ungracious waghalter, 
nequamp and in Minshew’s d’^tionaiy, ‘one ripe for a rope, or for whom the gal- 
lowes grones.’ A roper has nearly the same definition in the English vocabulary at 
the end of Thomasii Dictionariiwi, 1615 ; but the word occasionally denoted a crafty 
fellow, or one who would practise a fraud against another (for which he might de- 
serve hanging). So in the book of biasing of arms or coat-armour, ascribed to 
Dame Juliana Berners, the author says, ‘which crosse I saw but late in tharmes of a 
noble man ; the which in very dede was sometyme a crafty man, a roper, as he him- 
self sayd,’ sig. Aij. b. Roper had also another sense, which, though rather foreign 
to the present purpose, is so quaintly expressed in one of our old dictionaries that 
the insertion of it will doubtless be excused ; ‘ Roper, restio, is he that looketh in at 
John Roper’s window by translation, he that hangelh himselfe.’ — llultet’s Abceda- 
Hum Anglico-Latinum, 1552, fo. 

Nares. The same as roguery, well deserving of a rope. 

Coll. Churchyard, in his ‘Choice’ (Sign. Cc iii), uses roperipe as an adjective: 
• But gallows lucke and roperipe happe.’ 

Sta. That is, ribaldry. 

White. ‘ Ropery,’ ‘ rope ripe’ and ‘ rope-tricks* were all used with humourous 
reference to acts deemed worthy of hempen expiation ; and these, in Sh.’s time, in- 
cluded almost every violation of public vuder or the laws of property. 

138. flirt-gills] Nares. An arbitraiy transposition of the compound word gill- 
flirt, that is, a flirting-gill, a woman of light behavior. The gilly-floiver, from the 
resemblance of its name to the \ioxCi gill-flirt, was considered as an emblem of false- 
hood. Gill was a current and familiar terra for a female. As in the proverb, ‘ Every 
Jack must have his 6’://,’ Ray says it ought to be written fyll^ being a familiar sub- 
stitute for Julia or Juliana, Gill, however, may be safely written, for from Juli- 
ana was derived the popular name Gillian, as well as Gillet from Julietta, either of 
which would supply the abbreviation Gill, 

Sta. The meaning of flirt-gills is not far to seek. It implied, like fiz-gig. an- 
other term of the same age, a wild, flirting, romping wench. 
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must stand by too, and suffer every knave to use me at his 
pleasure ? 140 

White. In Middleton’s Family of Love, I, ii. Song : 

* Now, if I list, will I love no more. Nor longer wait upon a gill. 

Since every place now yields a wench. If one will not, another will.’ 

138. skains-mates] M^l. This means, I apprehend, cut-ihroat companions. 
[‘ Possibly,’ — Coll. ‘ Probably,’ — Cham, 

Steev. a skein, or skain, was either a knife or a short dagger. By skains-viates 
the Nurse means his loose companions who frequent the fencing-school with him, 
where we may suppose the exercise of this weapon was taught. Green, in his Quip 
for an Upstart Courtier, describes ‘ an ill-favoured knave, who wore by his sifle a 
skeine like a brewer’s bung-knife.* Skein is the Irish word for a knife, \_Sing, 
(ed. i), Corn, lluds. 

Douce. The objection to these interpretations is, that the Nurse could not very 
well compare herself with characters which it is presumed would scarcely be found 
among females of any description. One commentator [M. Mason] thinks that she 
uses skains-mates for kins-maies, but the existence of such a term may be questioned. 
Besides, the Nurse blunders only in the use of less obvious words. The following 
conjecture is therefore offered, but not with entire confidence in its propriety. It 
will be recollected that there are skeins of thread, so that the good nurse may perhaps 
mean nothing more than sempstresses, a word not always used in the most honorable 
acceptation. She had before stated that she was * none of his flirt-gills.’ \^Hal. 

Warner. I rather take it to mean one who assists in winding off a skein of silk, 
for it must be done by two ; and I am told these are at this time, among the weavers 
in Spital-fields, looked upon as the lowest kind of people, \llal, 

Nares. a companion of some sort, from the term mate ; but Mercutio and the 
Nurse could not well be mates, either in sword play or in winding skains of silk. 
I am inclined to think that the old lady means ‘ roaring or swaggering companions.’ 

Coll. (ed. l). Skene is used by many writers of the time. R. Armin, in his 
‘Nest of Ninnies,’ 1608 (reprinted by the Sh. Society), has this passage; ‘ If I do 
stick in the bogs, help me out — not with your good skene head me,* 

Dyce {* Remarks,^ &c.). This interpretation [Collier’s approval of Malone] can- 
not be right, because the Nurse is evidently speaking of Mercutio’s female compan- 
ions. The meaning of skains-mates (if not a misj^rint, which I suspect it is) remains 
to be discovered. [Sing. (ed. 2), subs. 

Huds. [Malone’s interpretation and Dyce’s objection quoted]. We do not quite 
see how this should be decisive. 

Coll. (ed. 2). [Dyce’s remark quoted that female associates are alluded to]. Just 
the contrary ; for she has already referred to his female companions as * flirt-gills.* 
She means that she is no companion of his, whether female or not. 

Walker. Read ‘ scurvy-umtes ;’ see context. Scurvy, in the old plays, is written 
indiscriminately with an sc or an sk, a ^ or an ie; see this very passage. Skuruie 
might easily be mistaken for skaines by an eye like that of a printer ; perhaps, too, 
the intrusive final s (Art. xxxviii) may have crept in here; though there is no need 
of calling in its assistance. 

Sta. This has been a sore puzzle to all the commentators. The difficulty, after 
all, proves of easy solution. The word skain, I am told by a Kentishman, was for- 
merly a familiar term in paits of Kent to express what we now call a scape-grace or 
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Peter, I saw no man use you at his oleasure ; if I had, my 
weapon should quickly !iave been out, I warrant you. I dare 
draw as soon as another man, if I see occuSion m a good quarrel 
and the law on my side. 144 

Nurse, Now, afore God, I am so vexed that every part about 
me quivers. Scurvy knave! — Pray \ou, sir, a wcid; and as I 
told you, my young lady bade uie inquire you out ; w^hat she 
bade me say, 1 will keep to myself : but first let me tell ye, if ye 
should lead her into a fool’s paradise, as they say, it wc re a very 
gross kind of behaviour, as they say ; for the gentlewoman is 
young, and therefore, if you should deal double with her, truly 
it were an ill thing to be offered to any gentlewoman, and very 
weak dealing. 153 


142. out, /] out: / Q^Qj. out. I 
Momm. 

147, 148. bade...bade\ bad.. . bad (Q^) 
Capell. bid. ..bid Q(iFf, Rowe, &c. Sta. 
bade...bid Coll. Ulr. Del. White, C’-»rke, 
Hal. 


149. into a] (Qj) Theob. in a QqFf, 
Coll. Ulr. Del. White, Hal. into Rowe 
(ed. 2),* Pope, Han. 

150. ge 7 ttlewo 7 nan'\ gentlnvomen F^. 
153* weak'\ wicked Coll. (ed. 2) 

(MS.), Ulr. 


tie' eY'do-well ; just the sort of person the worthy old Nurse would entertain a horror 
of being considered a companion to. Even at this day, my informant says, skain is 
often heard in the Isle of Thanet and about the adjacent coast, in the sense of a 
reckless.^ dare-devil sort of fellow. [ White, Vyce (ed. 2), Clarke. 

Cham. The skeen-dubk, or black knife, is common in Ireland and the Highlands. 

149. fool’s paradise] Mal, In Rarnabe Rich’s Farewell: * Knowing the fashion 
of you men to be such, as by praisyng our beautie, you think to bring us into a foole's 
Paradizel \^Nares, 

Nares. Deceptive good fortune. 

153* weak] Coll. Notes and Emend.t &c.,p. 388]. We can easily believe that 
‘ weak’ is here not the proper epithet, and the (MS.) warrants us in altering it. The 
copyist prdlDably misheard. 

Ulr. Weak is a clearly inappropriate adjective, which would have been long since 
recognized as a misprint, had not the Nurse always been credited with all kinds of 
uncouth and ridiculous expressions. 

Sing. (*Sk. Vindicated^ 1853, p. 232). Collier’s emendation is very specious ; but 
•ihe Nurse is not very precise in her language, and the word weak may be intended 
as a characteristic misapplication. 

Sing. (ed. 2). The Nurse is not very precise in her language; she confounds 
weak and wicked. 

Coll. (ed. 2). No commentator ever thought of this want of precision until it 
was shown in our Notes and Emend.^ 

White. ^Wickedt from Collier’s (MS.), is perhaps what the Nurse means to say. 

Clarke. To substitute wicked for *■ weak’ would be to destroy the point of the 
passage, which is that the Nurse intends to use a most forcible expression, and blun« 
ders upon a must feeble one. 

12 » 
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Rom. Nurse, commend me to thy lady and mistress. I pro- 
test unto thee — 15S 

Nurse, Good heart, and, i* faith, I will tell her as much. 
Lord, Lord, she will be a joyful woman. 

Rom. What wilt thou tell her, nurse? thou dost not mark 
me. 

Nurse. I will tell her, sir, that you do protest ; which, as I 
take it, is a gentlemanlike offer. 

Rom. Bid her devise some means to come to shrift 
This afternoon ; 

And there she shall at Friar Laurence’ cell 
Be shrived and married. Here is for thy pains. 165 

Nurse. No, truly, sir ; not a penny. 

Rom. Go to ; I say you shall. 

Nirne. This afternoon, sir? well, she shall be there. 

Rom. And stay, good nurse ; behind the abbey-wall 
Within this hour my man shall be with thee, 170 

And bring thee cords made like a tackled stair ; 

Which to the high top-gallant of my joy 
Must be my convoy in the secret night. 

Farewell ; be trusty, and I’ll quit thy pains ; 

Farewell ; commend me to thy mistress. 175 


154. Nurse^ om. Rowe, &c. 

155. thee — ] thee. QqF,. 

159. me.'\ mee. Q^. vie? or mee? 

The rest, Rowe. 

1 61. a\ om. Q^. 

162, 163. Bid...afternoon Capcll. 

One line, Prose, Q^Qg. Bid 

her devise Sei)arate line, Del. Cambr. 
afternoon... Klly. 

164. Laurence'']^ Pope. Lawrence 
QqFf. Lawrence's Rowe. 

169. jAy/] Qq. Ff, Rowe. 


nurse ;,..watl'] VvHiitc. Anon, 
conj.* nurse... wally QqFjFj^F^ \wall; 
Qg). nurse ^.. . wall ^ F^, Rowe, nurse,., 
wall : Pope, &c. Capeli, Var. et cet. 

1 71. thee'l the F^F^. 

1 74. quit ] Q^. quite The rest, Rowe, 
Capeli, Knt. Dyce (ed 2). 'quite Coll. 
Ulr. Del. Huds. White, 'quit Hal. 

175. Farewell...viisiress.'\ om. Pope, 
&c. Johns. 

mistress'] mistreii, nurse Martley 
conj.* misteress Ktly. 


162-165. Bid , . . married] Dyce (^ed. 2). P'rom the broken metre, but more* 
particularly from the word ^ there? which would seem to refer to some previously 
mentioned locality, I conclude that this speech is mutilated. In (Q^) it is still 
shorter. 

Ktly. There is something lost here ; perhaps ‘ to the Franciscan Convent.* 

171. a tackled stair] Jojins. Like stairs of rope in the tackle of a ship. 

Mal. a stair, for a flight of stairs, is still the language of Scotland, and was 
probably once common to both kingdoms. [Sing. Huds. 

175. mistress] S. Walker (‘ Vers.? p. 47). This word is particularly frequent 
os a trisyllable. 
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Nurse. Now God in heaven bless thee ! Hark you, sin 
Rom. What say'st thou, my dear nurse ? 

Nurse. Is your man secret? Did yo.. ne’er hear say, 

Two may keep counsel, putting one away? 

Rom. I warrant thee, my man’s as true a: steel. 180 

Nurse. Well, sir; my mistress is the sweetest lady — Lord, 
Lord ! when ’Lwas a little prating thing — O, there is a nobleman 
in town, one Paris, that would fain lay knife aboard; but she, 
good soul, had as lieve see a toad, a very toad, as sc'^ him. I 
anger her sometimes, and tell her that Paris is the properer 
man ; but, I’ll warrant you, when I say so, she looks as pale as 
any clout in the versal world. Doth not rosemary and Romeo 
begin both with a letter ? 


177. say^st'\ sayest Pope, &c. 
178,179. Verse, Rowe. Prose, QqFf, 
White. 

180. I warrant'] Warrant QqF^, 
White. 

man's] Rowe, mans Qq. man Ff. 
181-197. As verse by Capell. 


184. lieve] Qg, Pope, leeve Q^QjQ^ 
FjFgFj. liv^ F^, Rowe, lief Dyce, 
Clarke, Cambr. 

185. I anger] I do anger 

187. versal] QqFf, Rowe, &c. Ca- 
pcll, Dyce, Cambr. varsal Han. Johns, 
et cet. 


178. Is your, &c.] Mommsen Proleg.' p. 144). Sh. does not by any means 
follow Marlowe’s convenient custom of giving all the lesser speeches in prose. We 
find Merciitio, for example, from the beginning of this scene, designedly made to 
speak in prose, while Benvolio, the graver charar ter, first uses blank verse, then, from 
line 9 on, falling into the tone of Mercutio, and ilso speaking in prose. The second 
speech of Meicutio, line 4, is at best only half mythmical. At the end of this scene, 
when the jesting speeches end, Romeo uses verse again, the Nurse comes in with 
prose, Romeo keeps on in verse, and now the Nurse falls partly into it, rises to a 
trivial rhyming proverb (which she turns upside down), but soon falls back into her 
prosaic tattle. In like manner in III, i, we find prose and verso alternating, accord- 
ing as the more elevated, or the more common, tone is meant to preponderate. It 
is indeed very doubtful, in my judgment, whether Romeo’s speech. III, i, 80-84, 
was not meant as prose. 

180. I warrant] White. One of the modernizations of F^ was the addition 
of the pronoun */,’ in which it has been universally followed hitherto. The elision 
was common in Sh.’s day and long after. [Dyce (ed. 2). 

182. little prating thing] Mal. So in the Poem : 

‘And how she gave her sucke in youth, she Jeaveth not to tell. 

A pretty babe (quod she) it was when it was yong : 

Lord how it could full pretely have prated with it tong 1’ \Sing. 

184. as lieve] W. Sandys (‘ 5 > 5 . Illustrated by the Dialect of Cornwall^ Sh. Soc. 

Papers, vol. iii, p. 23). ‘ She’d as lev see a toa-ad,’ would an old Cornish nurse say. 

185. sometimes] Clarke. But a few hours have in fact elapsed since last 
night’s interview between the lovers, yet the dramatic effect of a longer period \% 
thus given to the interval by the introduction of the single word ‘ sometimes.’ 
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Rom. Ay, nurse; what of that? both with an R. 189 

Nurse. Ah, mocker ! that’s the dog’s name ; R is for the — 


190. Ah^ Rowe. A QqFf. 

dog's name ;'\ dog^ name Q^. 
^og's; or dog's letter. Farmer conj. 

190,191. R is for the — No;'] (Rit- 
son conj.), Del. Cambr. Ktly. R. is for 
the no, R. is for the no. Q . 

R. is for thee? No; Theob. (Warb.), 


Coll. Ulr. White. R. is not for thee, 
Han. R is for the nonce ; Steev., 1773. 
(Johns, conj.). R for thee? no; Ca- 
pcll. R. is for the dog. No; Steev., 
1778 (Tyrwhitt conj.), Var. Knt. Huds. 
Dyce, Sta. Clarke, Hal. 

No] om. Sing. (ed. 2). 


188. rosemary] Mal. Rosemar}^ being conceived to have the power of strength- 
ening the memory, was an emblem of remembrance and of the affection of lovers, 
and (for this reason, probably,) was worn at weddings. [Corn.] So in a Ilandfull 
of Pleasant Dclites, &c., 1584: 'Rosemary is for remembrance, Betweene us daie 
and night.’ Again, in our author’s Hamlet, IV, v, 175. That rosemary was much 
used at weddings, appears from many passages in the old plays. So in The Noble 
Spanish Soldier, 1634 ; ' I meet few but are stuck with a rosemary; every one ask’d 
me who was to be married?’' Again, in The Wit of a Woman, 1604; ‘Wine and 
cakes, and rosemary and nose^aies ? What, a wedding?' [JJal. 

Stekv. The Nurse, 1 believe, is guiltless of so much meaning as is here imputed 
to her question, [llal. 

Mal. What tlien does she mean? We are told, immediately afterwards, that 
Juliet has ‘ the prettiest sententious of it.’ [Ilal, 

Dyce. It was used both at weddings and at funerals. [Compare note on IV, 

V. 79-] 

190. dog’s name] Ward. The Nurse, who, we must suppose, could not read, 
thought Romeo had mocked her, and says : ‘No, sure, I know better; our dog’s name 
is R, yours begins with another letter.’ This is natural enough and in character. R 
put her in mind of that sound which is made by dogs when they snarl, R in schools 
being called The dog's letter. Ben Jonson, in his English Grammar, says : R is the 
dog's letter, and hirreth in the sound. [Sing. Knt. Corn. Verp. Iliids. Clarke.] 
• Irritata canis quod R. R. quam plurima dicat.’ — Lucil. [Sing. Huds. 

Farmer. The dog’s letter is exemplified in Barclay’s Ship of Fools, 1578: 

‘This man malicious, which troubled is with wrath, 

Nought els souudeth but the hoorse letter R. 

Though all be well, yet he none aunswere hath 
Save the dogges glowming with nar, nar.* 

\Sing. Huds. Sta. Hal. Clarke. 

Douce. Erasmus, in explaining the adage ‘ canina facundia,* says ; ‘ R. litera 
quae in rixando prima est, canina vocatur.’ [Knt. Perp.] I think it is used in this 
sense more than once in Rabelais ; and, in the Alchemist, Subtle says, in making out 
Abel Drugger’s name ; ‘ And right anenst him a dog snarling er.' [Stng. 

Ritson. Tyrwhitt’s alteration is certainly superior to either Warburton’s or Dr. 
Johnson’s, — not but the old reading is as good, if not better, when properly regu- 
lated. [Del, 

Todd. The following is an illustration of dogs from Nash’s Summer's Last Will 
and Testament, 1600: ‘They arre and barke at night against the moone.’ [Sing. 
Knt. Verp. Huds. Clarke. 

Nares. There is good classical authority for calling R the dog’s letter, though 
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No ; I know it begins with some other 1 tter — ^^nd she hath the 
prettiest sententious of it, of you and rosemary, that it would do 
you good to hear it. 


191. 5 ome\ no Rowe, Pope, another 193. that it would'\ ’ Twou^d Ca- 
Theob. Warb. Johns. p 11 . 


Warburton has quoted a verse from Lucilius that does not exist. The verse really is : 
Irritata canis quod, homo quam, planiu* dicit. It alludes, indeed, to the letter R, 
but does not introduce it. Persius also says : Sonat hjec de n .re canina litera. 

But the idea has been 'aken up in all ages, and must have been very familiar 
in Sh.’s time, or he would not have put it into the mouth of the old Nurse, whom 
the context shows to be unable to .spell. Sh. would find it in the commonest books 
of his time. His friend Jonson’s Grammar was not published perhaps in his life- 
time ; but he might have heard from him, in conversation, that ‘ R is the dog's letter ^ 
and hurreth in the sound.’ Or he might have studied the curious rebus in the 
Alchemist (ii, 6) on Abel Drugget’s name. 

Knt. In Holland’s translation of Plutarch’s Morals : * a dog is, by nature, fell and 
quarrelsome, given to arre and war upon a very small occasion.’ 

Colt., (ed. i). The meaning o. this passage seems to have been hitherto mistaken, 
owing Lo * thee’ in the old copies (as was often the case) having been misprinted the. 
The Nurse means to ask, ‘ how can R, which is the dog’s name, be for thee ?' And 
she answers herself, *No; I know Romeo begins with some other letter.* The 
modern text has u.sually followed the sugge.stion of Tyrwhitt ; but no change is neces- 
sary beyond the mere alteration of the to ‘ thee.’ It is singular that this trifling 
change should not have been suggested before long ago’ (cd. 2)]. [ Verp, 

Dyce {^Remarks I &c., p. 1 71). Collier is not aware that the ‘trifling change* 
which he has made here was not only proposed by Warburton, but, at his suggestion, 
inserted in the text by Theobald. I think it quite wrong ; ‘ R for thee ?’ being by 
no means a simple or natural mode of putting the question. The strong probability 
is, that the word ‘ dog’ (as Tyrwhitt conjectured) hf.s dropt out from the text. 

Ulr. It is to me very doubtful whether the foregoing emendation [Warburton’s] 
is the true one or not, for the reason that the Nurse has always hitherto addressed 
Romeo as ‘ you and the sudden transition to the * Thou’ appears wholly purpose- 
less, I am more inclined to suspect a misprint in ‘ no,’ and instead thereof would 
read ‘ dog,’ as Tyrwhitt conjectures ; but then drop the ‘ no’ before which Tyrwhitt 
inserts * dog.’ 

Del. Ritson’s emendation, which only changes the punctuation of the old text, is 
the most plausible. 

White. Collier more reasonably supposes that * the’ was printed for ‘ thee,’ which 
often happened. 

Dyce. Even in the days of the Romans, R was called the dog's letter, from its 
resemblance in sound to the snarling of a dog. Lucilius alludes to it in a fragment 
which is quoted with various corruptions by Nonius Marcellus, Charisius, and Donatus 
on Terence, and which Joseph Scaliger amended thus : ‘ Irritata canes quod, homo 
quim, planiu’ dicit’ (‘ canes’ being the nom. sing, fern.) ; and Pensius has ‘ Sonat hie 
de nare canina T.itera,’ sat. i, 109. Ben Jonson, in his English Grammar^ says that 
F ‘ Is the dog's letter, and hurreth in the sound ; the tongue striking the inner palate 




142 


ROMEO AND JULIET. 


[ACT II, SC. IV. 


Rom. Commend me to thy lady. 
Nurse. Ay, a thousand times. — Peter ! 
Pet. Anon ? 


\Exit Romeo. 

I9S 


194. lady.'\ lady — Pope, &c. 

[Exit Romeo.] Rowe. om. QqFf, 

Before Peter ! line 195, Dyce, Cambr. 

195. Ay"] om. Rowe, Pojje, Han. 
times. Peter fl Han. times Peter. 

Q,,. times. Q^Q^Ff, Rowe, Pope. 


times. Peter. Q^. times. Peter ^ — Theob. 
Warb. Johns. 

196. Anon?'\ Theob. Anon. QqFf, 
Rowe, Pope, Han. Ulr. Sing. (ed. 2), 
Huds. White, Ktly. Anon I Del 
Cambr. 


with a tremliling about the teeth.* — lVorl:Sy vol. ix, p. 2S1, ed. Gifford; and various 
passages to the same effect might be cited from our early authors. 

Gerai.I) Massey {^Sk.^s Sonnets^ &c., London, 1866, p. 471). Now, here is more 
meant than, meets the eye. The Nurse is being used. There is something that she 
does not quite fathom, yet her lady does. She is prettily wise over a pleasant con 
ceit. Romeo understands it, too, if we may judge by his judicious answer. The 
Nurse, however, knows there is another letter involved. There is a name that 
begins with a different letter to the one sounded ; but this name is not in the Play, 
therefore it cannot be Rosemary, which the Nurse knows does not begin with an 

* R.* Name and letter have to do with^ Romeo; the lady sees how, but the Nurse, 
who started to tell the lover a good joke about Juliet’s playing with his name, is 
puzzled in the midst of it; can’t make it out exactly, but it’s a capital joke, and it 
would do his heart good to see how it pleases the lady, who is learned in the matter, 
though she, the Nurse, be no scholar ! We shall find a meaning for the first time 
if Southampton be the original of Romeo, and make sense of the Nurse’s nonsense 
by supposing, as we well may, that here is an aside on the part of the Poet to his 
friends, and that the name which begins with another letter than the one first 
sounded is Wriothesley ! This bit of Sh.’s fun has perplexed his commentators most 
amusingly ; their hunt after the Dog and the * dog’s letter R’ being the best fun of all. 
The only ‘ dog’ in the Nurse’s mind is that * mocker’ of herself, the audacious lover 
of her young lady. Romeo has put her out of reckoning by saying ‘ both with an 
R.* And the Nurse, with the fiimiliarity of an old household favoiite, and a chuckle 
of her amorous old heart, says ; ‘ Ah you dog, you, “ R” is for “ Rosemary” and 
also for — noy there's some other lottery and my lady knows all about it;’ only she says 
this half to herself, as she tries to catch the missing meaning of her speech, the very 
point of her story. ‘Rosemary’ is merely the herb of that name. ^That's for 
remembrance’ with Juliet, not for the name of a dog ! The second Dog is Tyr- 
whitt’s, not Sh.’s. In the present instance the Poet is using the Nurse for the amuse- 
ment of his friends, just as he uses Mrs. Quickly and Dogberry for ours ; that is, by 
making ignorance a dark reflector of light for us; causing them to hit the mark of 
his meaning for us whilst missing it for themselves ; thus we are flattered and they 
are befooled. 

Clarke. We think that the Nurse is made to say * the dog’s name’ instead of ‘ the 
dog’s letter,’ partly because Sh. has a mode of using a popularly known phrase and 
giving it a touch of his own peculiar fashion, partly because it gives an effect of 
blunder and confusion to the old woman’s diction here, and partly because the word 

* name’ thus introduced forms the antecedent to ‘ it’ in the next clause of the sen- 
tence : ‘ I know it begins with some other letter’ — meaning ‘ the name I am thinking 
of, — Romeo.’ 
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Nurse. Peter, take my fan, and go bef'-re, \^eunt. 


ScEHE V. Capulet's orckusd. 


Enter Juliet. 

yul. The clock struck nine when I did send the nurse ; 

In half an hour she promised to return. 

Perchance she cannot meet him ; that' s not so. 

O, she is lame ! love's heralds should be thoughts, 

Which ten times faster glide than the sun's beams 5 

Driving back shadows over lowering hills ; 

Therefore do nimble-pinion’d doves draw love, 


197. Peter,,. before"] (QJ Steev. Be- 
fore and apace QqFf, Ulr. i^Before^ F^, 
Rowe, Knt. Corn. Del. Sta. White.) 
Take my fan and go before Pope, &c. 
Before; and walk apace Capcll. Peter.., 
before^ and apace. Cambr. 

Scene v.] Han. Scene vi. Rowe. 
Act III. Scene ii. Capell. 

Capulet’s orchard.] Globe, Dyce 
(ed. 2), Cambr. Capulet’s House. Rowe, 
&c. Capulet’s Garden. Capell, Var. ct cet. 


4. heralds] heraulds Q^QjQ^F^. Her^ 
auld FjF^. Heratiid F^,. 

5. glide] F^. glides The rest, Rowe. 
sun's beams] sun-beams Rowe, &c. 

6. back] black Coll. (MS.) 
lowering] laboring QqFf, Rowe, 

&c. Bos. Camp. Knt. (ed. i), Sta. lower- 
ing Har. Sing. (ed. 2), White, Ktly. Knt. 
(ed. 2). louring Sing. (ed. i), Globe, 
Dyce (ed. 2), Cambr. 

7. nimble pinion' d] Hyphen, Pope. 


197. my fan] Del. {Lexikon). Sh., having once before made the public laugh 
over Peter and the fan, in revising the play, struck out the repetition of the joke. 
But the edd. cannot thus resign him, and therefore bring him to light again out 

of (Q.)- 

Dyce. The fans used by ladies in Sh.’s time consisted generally of ostrich or 
other feathers stuck into handles, which were sometimes very costly, being made of 
silver, gold, or ivory inlaid: ‘In the Sidney Papers, published by Collins, a fan is 
presented to Queen Elizabeth for a New-Year’s gift, the handle of which was studded 
with diamonds.’ — T. Warton. 

4. be thoughts] Steev. Sh. seems to have thought the idea, contained in the 
corresponding lines in (Q,), too valuable to be lost. Pie has therefore inserted it in 
Romeo’s first speech to the Apothecary in V, i, 64, 65. [Sing. 

^ 6, back shadows] Coll. (ed. 2). Juliet is probably referring to the rapid manner 
in which the sun’s light drives back the shadows in which the hills are involved. 
Here, perhaps, the (MS.) misheard ‘back,* and wrote black in his margin in 
consequence. 

7. love] Knt. The ‘ love* thus drawn was the queen of love, for the ‘ wind-swift 
Cupid* had ‘ wings.* Sh. had here the same idea which suggested his own beautiful 
description at the close of the Venus and Adonis : 

* Thus weary of the world, away she hies, 

And yokes her silver doves ; by whose swift aid, 

Their mistress, mounted, through the empty skies 
In her light chariot quickly is convey’d—’ 
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And therefore hath the wind-swift Cupid wings. 

Now is the sun upon the highmost hill 

Of this day’s journey, and from nine till twelve 10 

Is three long hours ; yet she is not come. 

Had she affections and warm youthful blood, 

She’d be as swift in motion as a ball ; 

My words would bandy her to my sweet love, 

And his to me ; 15 

But old folks, many feign as they were dead ; 

Unwieldy, slow, heavy and pale as lead. — 


II. Is three\ Is there Q^. I three Ff. 
Ay three Rowe, Pope. Are three Han. 
yet\ mid yet Rowe, &c. (Han.). 
13. She'd be oj] Rowe. She' Id be 
as FgFgF^. She would be as QqF,, Dyce 
(ed. i), Cambr. She would be Anon, 
conj.* 

15. And his to me:] And his to me 


would send her back again. Seymour 
conj. And his to me would bandy her 
again Ktly. 

15. 16. Arranged as in Rowe. 

16. many feign] marry , feign Johns. 
marry i fare White, marry, seem Ktly. 
tarry, faith, Bullock conj.* 

17. pale] dull Coll. (MS.), Ktly. 


13. She’d] Mommsen. So violent a crasis as can't, don't. I'd, he'd, of's, in't, 
in's is never found in passages of lofty style in this play. In the present line, if we 
may not erase * as^ we can by synizesis pronounce be as as one syllable, like the 
word ear, 

14. bandy] Nares. Originally a term at tennis; from bander, Fr. 

16. many feign] Coll. {Notes and Emend,,' 8 ic.,ed. 2, 1853). There must be 
something wrong here; why should ‘old folks feign as dead?’ Feign is spelt 
‘ faine,’ and it turns out to be a misprint for seeme (the long s being in fault), and the 
three lines are thus reduced to tw'o in the (MS.) : 

* And his to me ; but old folks seem as dead ; 

Unwieldy, slow, heavy and dull as lead.’ 

There appears very little fitness in saying that old folks are ‘ pale as lead ;* for though 
the epithet in itself is intelligible enough, to state that old folks are ‘ dull as lead’ ig 
far more applicable to Juliet’s complaint. 

White, Hitherto ‘faine’ has been accepted as a spelling of ‘feign,’ though with 
a universally-expressed opinion that the passage was corrupt. But is it not clear 
that ‘ many faine' is a misprint of * marry, fare'? '{Dyce (ed. 2). 

Dyce (ed. 2). But ‘ fare’ has no propriety here. (Qy., had the MS. ‘moue yfaith’ 
(‘move i’ faith’), which was corrupted into ‘ many fain'l) 

Ktly. ‘ Many faine’ is nonsense ; for ‘ many’ marry has been proposed, and I 
adopt it, reading fare (to go, to move along, a Spenserian term) for ‘ faine.’ In Cor. 
ii, 2, we have again ain for ar. For ‘ pale’ we should probably read dull. See 
Timon, II, i, 228. We have elsewhere (Merc, of Ven., II, vii, 8) *dull lead.’ More- 
over, lead is not pale, and the Nurse would seem to have been rather a jolly, rubi- 
cund sort of woman. If fare be the right reading, it would almost require dull. 
On the other hand we have in Chaucer (Tr. and Cr., ii) : ‘With asshen pale as lede} 
and (Dream) * That pale he wax as any lede.' 
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Enter Nurse, with 


O God, she comes ! — O honey nurse, wLj.t ne^s? 

Hast thou met with him ? Send thy man away. 19 

Nurse, Peter, stay at the gate. \Exit Peter, 

Jul, Now, good sweet nurse, — O Lord, why lo<^k*st thou sad? 
Though news be sad, yet tell them memly ; 

If good, thou sham’st the music of sweet news 
By playing it to me with so sour a face. 

Nurse, I am a-weary ; give me leave awhile. 25 

Fie, how my bones ache ! what a jaunt have I had ! 

Jul, I would thou hadst my bones and I thy news. 

Nay, come, I pray thee, speak ; good, good nurse, speak. 


Enter Nurse, with Peter.] Theob. 
Enter Nurse. QqFf. After she comes! 
Dyce, Clarke. 

18. O God 0 good '^ohxis, 0 *notd 
Cham. 

20. [Exit...] Theob. om. QqFf. 

21. Two lines in Ff. 

look^sf] lookest QjjQ Fj. lookes 
F^. looks Fg. 


22. Though news] Though t* nem 
Allen conj. MS. 

23. shanest] shames! Q^Q^. 

25. give me leave] let me rest (Q^) 
Pope, &c. 

26. jaunt] jaunce QaQ3, Cambr, 
had] om. Q^,. 

28. good, good] good F-F F., Popc^ 
Ilan. 


Cambr. reads here : 

*M. And his to me, but old folks, many fain as they wer dead, 

Vnwieldie, slowe, heauie, and pale as lead.* 

And this is followed with slight variations of spelling by Q^. and omit the 
M., as do Ff, which give the passage thus : 

* And his to me, but old folkes. 

Many faine as they were dead, 

Vnwieldie, slow, heauy, and pale as lead.* 

Pope omits the lines, ‘ But old folks .... lead,’ thinking probably that they are due 
to interpolation, a supposition which the unmeaning in the earlier Quartos seems 
to confirm. 

26. ache] S. Walker. {*Vers.* p. 117). Ache, Aches (the noun substantive), 
are pronounced AlTCll, Aitchks. Examples are familiar. See particularly Much 
Ado, &c., TIT, iv, with the var. notes, vol. vii, p. 99. Was it not also pronounced 
atch? (Compare and &c.) Was the word pronounced both ways? I 

believe that the verb was uniformly ake. It is at least frequently, if not always, so 
printed ; and in some places the pronunciation is established by the metre or other- 
wise. Instances of the spelling ake in the Folio. — Rom. and Jul. [the present line, 
and line 47] ; Coriolanus, III, i, 108; also II, ii, 152; Timon, III, v, 96; Tempest, 
III, iii, 2. [For proofs drawn from the metre and from plays on words from other 
poets, vide ad loc. p. 119.] Ed. 

26. had] Mommsen. If the Nurse’s speech be disjointed, the omission of this 
word by Q^ is noteworthy. 

13 


E 
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Nurse, Jesu, what haste ? can you not stay awhile ? 

Do you not see that I am out of breath ? 30 

yul. How art thou out of breath, when thou hast breath 
To say to me that thou art out of breath ? 

The excuse that thou dost make in this delay 
Is longer than the tale thou dost excuse. 

Is thy news good, or bad ? answer to that; 35 

Say either, and I’ll stay the circumstance ; 

Let me be satisfied, is’t good or bad ? 

Nurse, Well, you have made a simple choice; you know not 
how to choose a man. Romeo ! no, not he ; though his face be 
better than any man’s, yet his leg excels all men’s ; and for a 
hand, and a foot, and a body, though they be not to be talked 
on, yet they are past compare ; he is not the flower of courtesy, 
but. I’ll warrant him, as gentle as a lamb. Go thy ways, wench ; 
serve God. What, have you dined at home ? 

yul. No, no ; but all this did I know before. 45 

What says he of our marriage ? what of that ? 

Nurse, Lord, how my head aches ! what a head have I ! 

It beats as it would fall in twenty pieces. 

My back o’ t’ other side, — O, my back, my back ! 

Beshrew your heart for sending me about, 50 

To catch my death with jaunting up and down ! 
yul, r faith, I am sorry that thou art not well. 


29. Jesti] om. Johns. Cham. 

29-34. yestt....ejcruse] Give me some 

Aqua Viio'. Pope, from (Q,), I Ian. 

30. om. F^. hoiv Rowe. 
32. vie that] Sing. (ed. 2), Dyce, 

White, Camhr, Ktly. ;;/<?, that QqFf, 
Huds. vie — that Capell et cet. 

35. Is] Jul. Is Pope, llan. 

38-44. As verse by Capell. 

40. better than anyi] no better than 
another Warb. 

leg excels] legs excels F^F^^F^. 
legs excell F^, Rowe, &c. 

41. a body] body a ba 7 vdy 

FjjFjF^. a Ba 7 v-dy Rowe, a bo-dy Pope, 


Theob. 

43. /’//] I Fj^F^F^, Rowe, &c. 
gentle as a] gentle a Ff, Rowe. 

44. dined] dined ^ Allen conj. MS. 

45. this] this this F^. 

49. My back,.. side] Jlfy back! d t* 
other side Coll. Ulr. Sing. (ed. 2), Iluds. 
White, Clarke, Hal. Ktly. 

o’ /’ other] a tother QqFf. 

0] F,F3F,. a Q,Q3Q^. c F.. • 

ah Qj, Caml)r. 

5 1 . jaunting] jauncing Cambr. Irr’^ 

Q.Qv 

52. not well] so well F,. so ill 
F^F^, Rowe, &c. 


42. flower] Hunter. The apparent want of coherence between ‘ the flower of 
courtesy’ and * as gentle as a lamb’ is not to be charged to the Nurse’s want of proper 
concatenation in her stock of ideas, the name of one of the flowers, the Flower 
Gentle^ being in her mind. 
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Sweet, sweet, s^^ eet nurse, tell me, what ays my love > 

Nurse. Your love says, like an honest gentleman, 

And a courteous, and a kind, and a hands ^me, 55 

And, I warrant, a virtuous, — Where is your mother? 

JiiL Where is my mother ! why, she is w^^-hin ; 

Where should she be? How oddly thou repliesti 
'Your love says, like an honest gentleman, 

Where is your motlier ?* 

Nurse. O God's lady dear ! 60 

Are you so hot ? marr}’, come up, I trow ; 

Is this the poultice for my aching bones ? 

Henceforward do your messages yourself 

Jul. Here’s such a coil ! — come, what says Romeo ? 

Nurse. Have you got leave to go to shrift to-day ? 65 

Jill. I have. 

Nurse. Then hie you hence to Friar Laurence’ cell; 

There stays a husband to make you a wife. 

Now comes the wanton blood up in your cheeks. 

They’ll be in scarlet straight at any news. 70 

54-56. Your. mother Ca- 60. your mother'] my mother Y ^ ^ 

pell ends second line at warrant : Steev, Rowe. 

at handsome^ and. Prose by Cambr. 0 ...dear!] om. Johns. 0 ...hot? 

(S. Walker conj.). om. Cham. 

57,58. As in Rowe. Two lines, the 70. The/ ll... any] They' ll he in scar- 
6rst ending be ? Qq. Three, ending let straitway at my Ilan. Coll. (MS.) 
viother ? ...be ? ...repliest^ Ff. Ulr. 

54. Your love says, &c.] Dyce. Is this speech slightly corrupted? or ought it 
to be printed as prose? [ Vide S. WALKER {^Crit.l vol. i, p. 2i).] Ed. 

Ulr. The loquacity of the Nurse, her praise of Romeo’s looks, her hesitation in 
delivering his message, all are features to be found in Arthur Brooke’s poem. The 
very answer which Romeo gives the Nurse in the preceding scene — ‘ she shall be 
shriv'd and married' — is word for word in Brooke. The latter also expressly states 
that Romeo had given gold to the Nurse. 

64. coil] Nares. Noise, tumult, difficulty. Of very uncertain derivation. 

Dyck. Bustle, stir, tumult, turmoil. 

Clarke. Sh. sometimes uses it to express what is signified in modern parlance by 
* fuss,’ * to-do.’ 

70. They’ll .... news] Coll. Notes and Emend.']. It was not ‘at any news' 
that Juliet’s cheeks would be in scarlet, but at the particular and joyful tidings 
brought by the Nurse. 

Ulr. The old reading yields no sense, and has been left unmolested by the edd. 
only because it is the Nurse who speaks. The correction of Collier’s (MS.), al- 
though it departs widely from the text, I unhesitatingly adopt. 

Coll. (ed. 2). We do not feel warranted in varying here from the ordinary text* 
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Hie you to church ; I must another way, 

To fetch a ladder, by the which your love 
Must climb a bird’s nest soon when it is dark ; 

I am the drudge, and toil in your delight ; 

But you shall bear the burthen soon at night 75 

Go ; ni to dinner ; hie you to the cell. 

Jul. Hie to high fortune! — Honest nurse, farewell. {Exeunt 


Scene VI. Friar Laurence's cell. 

Enter Friar Laurence and Romeo. 

Fri, L, So smile the heavens upon this holy act 
That after-hours with sorrow chide us not I 

73. climb'] cHmde Q3F,. Friar Laurence’s cell.] Capell. The 

Scene vi.] Han. Scene vii. Rowe. Monastery. Rowe, &c. 

Act hi. Scene hi. Capell. 2. after-hours] Hyphen, Pope. 

although the emendation of the (MS.) has some plausibility. The question is, 
whether the Nurse means to make an allusion to Juliet’s general habit of blushing 
* at any news,’ or whether she alludes to the scarlet that must be called up into the 
cheeks of the heroine by the particular intelligence she is to communicate. We 
think the former, because the Nurse has already told the most important and inter- 
esting part of her information. 

White. The old text has an appropriate meaning and must stand. 

Dyce (ed. 2). Walker {^Critl vol. ii, p. 255) would read ^straight at my next 
newsl But according to Capell the original text is right : ‘ at such talk (of love and 
Romeo), any talk of that kind, says the speaker, ’tis their custom to put on ^*scar^ 
lety ’ — Notes j &c., vol. ii, P. iv, p. 12, 

Ktly. In the errata of a work printed in 1754 I met ‘for my r. any I I, how- 
ever, read in preference, ‘ They will be straight in scarlet at my news.’ 

Sc. VI.] Steev. This was entirely new-formed after the first copy. [Sing, Knt, 
Colt Huds, 

White {^Introdl p. 22). The traces of another hand than Sh.’s that have attracted 
my attention in (QJ are not many, but they seem to me unmistakable. The first that 
I noticed is this entire Scene. It will be observed that the variations in (QJ from 
the later version are of the most material nature ; or rather .that the whole Scene 
was rewritten, and but a few lines of the earlier version was retained. The change 
made upon the revision was not in all respects for the better. In the Friar’s second 
speech the line, ‘ So light a foot ne’er hurts the trodden flower,’ contains a daintier 
and more graceful, and therefore it would seem, a more appropriate, figure than, 
‘ so light a foot Will ne’er wear out the everlasting flint,’ although the three lines 
that follow these last have a fancy and a rh)rthm peculiarly Shakspearian ; and 
again, in JulieVs reply, ‘ I am, if I be day. Come to my sun : shine forth, and make 
me fair,’ has a touch of poetry more exquisite and more dramatic than is to be found 
in the rewritten scene, which, unmistakably Sh.’s, is not Sh.’s best. Of the re- 
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Ro7n, Amen, amen ! but come what sorrow can, 

It cannot countervail the exchange: of joy 

That one short minute gives me in her sighL. 5 

Do thou but close our Lands with holy words, 

Then love-devouring death do whaf- he dare, 

It is enough I may but call her mine. 

Fji. L. These violent delights have violent ends 
And in their triumph die, like fire and powder 10 

Which as they kiss consume. The sweetest honey 
Is loathsome in his own deliciousness 
And in the taste confounds the appetite. 

Therefore, love moderately; long love doth so; 

Too swift arrives as tardy as too slow. 1 5 


7. love-devouring] om. Hyphen, 

Fr 

what he] 7 vhat thou Seymour 

conj. 

8. enough I] inough. / 

10. triumph diei] triumph : die F,. 


11. hiss] meet Pope, &c. 

12. loathsome] lothsomnesse 
his] its Rowe (ed. 2)*, &c. 

15. [Enter Juliet] After line 20, 
Dyce, White, Cham. Clarke. 


mainder, lines 1026-1033, 1044, 1045, of (Q,) will, I think, hardly be 

attributed to Sh. at any period of his career, by readers of discrimination, who are 
well acquainted with his works and those of his elder contemporaries. They are 
too tame, feeble, and formal, both in rhythm and sense, to have ever been written by 
him for the stage. 

6. Do thou but] Coi.KRiDGE {*Lit, Rem.' vol. ii, p. 155). The precipitancy, 
which is the character of the play, is well marked in this short scene of waiting for 
Juliet’s arrival. 

9. These violent] Mai.. So, in The Rape of Lucrcce, 894: ‘These violent 
vanities can never last.’ 

9. violent ends] Wat.ker {^Vers.' &c., p. 138) cites this line as an instance of 
the pronunciation of tlie same word in the same line at one time as a trisyllable and 
at another as a dissyllable. 

14. love moderately] Vischer {^Aesthetik^oder Wissenschaft des Schonen,* 
vol. iii, p. 1124). In the view of Gervinas, who traces the tragical end throughout 
to the excess of violent passion, there is a species of tragedy which does not merely 
illustrate character, but which contains no truth of universal interest beyond the 
lesson that teaches the duty of moderation, a lesson which, as an abstract proposition 
of morality, can never be the basis of any great poetic work. Accordingly, Gervinus 
preaches moderation to Romeo — very properly, doubtless ; Friar Lawrence does so 
too. But had Romeo minded the lesson, there would have been no impassioned 
youth, nor would Love have been represented in the Drama in all its power, its infin- 
itude. At another time one may bethink himself that there are other things besides 
Love in the world, — reflection, duty, — but here and now the divinity of Love is the 
thing; this it is that is to be represented, an ideal passion. Even here there is, 
13 * 
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Enter Juliet. 

Here comes the lady. O, so light a foot 
Will ne’er wear out the everlasting flint. 
A lover may bestride the gossamer 
That idles in the wanton summer air, 


18, 19. gossamer. ..idles] gossamour.,, 
idles F^, Rowe, &c. Capell. gossa- 
fnourSf...y deles gossamourSy....ydles 

QjFjFj. gossamours.... idles Q^QgF^. 


gossamours....idle Mai. gossamers,*ddle 
Var. Knt. (ed. i), Coll. Ulr. Del. Sing. 
Huds. Hal, Ktly. 

20 . fall; so] full so Eng. Par.* 


besides this passion, the world without, and it is the duty of the lover, doubtless, duly 
to consider it. It is wrong, and not wrong, in Romeo, that, in the impetuosity of 
his passion, he forgets it. It is in this twilight that tragedy has place. 

15. Too swift, &c.] Johns. He that travels too fast is as long before he comes 
to the end of his journey as he that travels slow. Precipitation produces mishap. 
[Sing. 

Rann. By means of lets coming in the way — * The more haste, the worse speed.* 

16, 17. light . . . flint] Steev. This violent hyperbole appears to me not only 
more reprehensible, but even less beautiful than the lines as they were originally 
written, where the lightness of JuliePs motion is accounted for from the cheerful 
effects the passion of love produced in her mind. [Sing, lluds. 

16. so light a foot] Coll. (ed. 2). Singer, following Steevens in this extract, 
and not having referred to (Qj), misquotes it in an accidentally material point, since 
a comparison shows that * so light a foot,* as it stands in QqFf, had been misheard 
by the person who put together (QJ (from shorthand or other notes), ‘so light of 
foot.* Such was extremely likely to be the case. On any other account the vari- 
ance is unimportant. 

18. gossamer] Steev. The long white filament which flies in the air in summei. 
\DyceJ\ In Hannibal and Scipio, 1637, by Nabbes ; 

* Fine as Arachne’s web, or gossamer gosshemere' Narks], 

Whose curls, when garnished by their dressing, shew 

Like that sgun [* thinne.^ Narks] vapour when ’tis pearl’d with dew?* 

MAL. See Bullokar’s English Expositor ^ 1616; *Gossomor; Things that flye like 
cobwebs in the ayre.* 

Nares. From the French, gossampiney the cotton tree, which is from gossipium; , 
properly, therefore, cotton wool. Also any light downy matter, such as the flying 
seeds of thistles and other plants. Now used not unfrequently to signify the long, 
floating cobwebs seen in fine weather in the air. 

Holt White. It is formed from the collected webs of flying spiders, and during 
calm weather in autumn, sometimes falls in amazing quantities. [Sing. 

Sing. [Note on Leary IV, vi, 49]. Some think it the down of plants ; others the 
vapour arising from boggy or marshy ground in warm weather. The etymon of this 
word, which has puzzled the lexicographers, is said to be summer goose or summer 
gauze; hence ‘gauze o* the summer,* its well-known name in the north. See Ilorot 
Momenta Cravenay or the Craven Dialect Exemplifiedy 1824, 8vo, p. 79. 
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And yet not fall ; so light is vanity. 20 

JuL Good even to n^y ghostly confesscr. 

Fn. L. Romeo shall thank thee, daughter, ^or us both. 

JuL As much to him, else is his thanks too mud'll. 

Ro 7 n, Ah, Juliet, if the measure of th> Jov 
Be heap'd like mine, and that thy bklll be more 2$ 

To blazon it, dien sweeten with thy breath 
This neighbour air, and let rich music’s tongue 
Unfold the imagined happiness that both 
Receive in either by this dear encounter. 

JmI Conceit, more rich in matter than in words, 30 

Brags of his substance, not of ornament : 

They are but beggars that can count their worth ; 

21. [Embraceth the Friar.] Allen else are Rowe, &c., Var. et 

conj. MS. cet. 

23. else w] QaQ3F^, Capell, Del. 23. [Embraceth Romeo.] Allen conj. 

Dyce, Sta. White, Cambr. else in MS. from (Q,). 

20. vanity] Clarke. Here used for ‘trivial pursuit,* ‘vain delif:Tht.* The word 
was much employed in this sense by divines in Sh.*s time ; and witli much propriety 
is so put into the good old Friar’s mouth. 

23. else is] Clarke. Though ‘ thanks’ was sometimes treated as a noun singu- 
lar, we do not believe that Sh.’s ear would have allowed him to write 'As much to 
him, else is his thanks too much.’ 

30. conceit] Mal. It here means imagination. [‘S'w^.] So in The Rape of 
I.ucrece ; ‘ which the conceited painter drew,’ &c. [6y<7. 

Craik \^Eng. of Shf p. 135]. To conceit is another form of our still familiar to 
conceive. And the noun conceit^ which survives with a limited meaning (the con- 
ception of a man by himself, which is so apt to be one of over-estimation), is also 
frequent in Sh. with the sense, nearly, of what we now call conception^ in general. 
Sometimes it is used in a sense which might almost be said to be the opposite of 
what it now means ; as when Juliet [in this passage] employs it as the term to denote 
her all-absorbing affection for Romeo ; or as when Gratiano, in the Mer. of Ven., I, i, 
90, speaks of a sort of men who 

* do a wilful stillness entertain, 

With purpose to be dress’d in an opinion 
Of wisdom, gravity, profound conceit’ — 

that is, deep thought. So, again, when Rosaline, in Love’s Lab., IT, i, 72, speaking of 
Biron, describes his ‘ fair tongue’ as ‘ conceit’s expositor,’ all that she means is, that 
speech is the expounder of thought. The scriptural expression, still in familiar use, 
‘ wise in his own conceit,’ means merely wise in his own thought, or in his own eyes, 
as we are told in the margin the Hebrew literally signifies. In the New Testament, 
where we have ‘ in their own conceits,’ the Greek is simply Trap’ kavroiq (in or with 
themselves). 

32. beggars] Steev. In Ant. and Cleo., I, i, 15 : * There’s beggary in the lov« 
that can be reckoned.’ [^Sing. 
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But my true love is grown to such excess, 

I cannot sum up half my sum of wealth. 

Fri, L, Come, come with me, and we will make short work ; 
For, by your leaves, you shall not stay alone 36 

Till holy church incorporate two in one. [Exeunt. 


ACT III. 


Scene I. A public place. 

Enter Mercutio, Benvolio, Page, and Servants. 


Ben. I pray thee, good Mercutio, let’s retire : 

The day is hot, the Capulets abroad, 

And, if we meet, we shall not ’scape a brawl ; 

For now these hot days is the mad blood stirring. 4 

Mer. Thou art like one of those fellows that when he enters 
the confines of a tavern claps me his sword upon the table, and 
says ‘ God send me no need of thee !’ and by the operation of 


34. sum...tny\ Capell. sum up sum 
of half my Sta. Cambr. summe 

up some of halfe my Q^Qg. sum up 
some of halfe my Ff. sum up some half 
of my Rowe, sum up one half of my 
Pope, &c. sum up sums of half my 
Johns, sum Hfte sum of half my Anon, 
conj. ap. Rann, Coll. (MS.) 

Act III. Scene i.] Rowe. om. QqFf. 
Act III. Scene iv. Capell. 


A public place.] Capell. The street. 
Rowe, &c. 

Enter....] Capell. Enter Mercutio, 
Benvolio, and men. QqFf. 

2. Capulet 5 '\ Capels Q^Q,. 

3. A 7 id, if'\ An if Del. and S. 
Walker conj. 

3, 4. As in Rowe. Prose, QqFf. 

5. those'\ F^. these QqFjF^F^, Sta. 
7, 8. of the'\ of a Rowe, Pope, Han. 


34. sum up half ] Sta. The meaning seems plain enough, — ‘ I cannot sum up 
the sum or total of half my wealth.* 

2. The day is hot] Johnson. It is observed that, in Italy, almost all assassina- 
tions are committed during the heat of summer. '[Sin^. Com. Verp. Ilal. 

Reed. In Sir Thomas Smith’s Commonwealth of England, 1583, b. ii, c. xix, 
p. 70 : * And commonly every yeere or each second yeere in the beginning of som- 
mer or afterwards {^for in the warme time people for the most part be more unruly) ^ 
even in the calm time of peace, the prince with his counsell,’ &c., &c. \^Sing. 
Hal. Clarke. 

3. And, if] Walker {*Crit.^ vol. ii,p. 153). And if [Read an if. Ed.] is always, 
in the old plays, printed and if; indeed, an is uniformly written and^ except in the 
form an ’/ were^ which is, I think, made one word. [Foot-note by Lettsom. Not 
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the second cup draws it on the drav/er, when indeed there is no 
need. 

Ben, Am I like such a fellow? 10 

Mer, Come, come, thou art as hot a Jack in th>' mood as any 
in Italy, and as soon moved to be moody and as soon muody to 
be moved. 

Ben, And what to ? 14 

Mcr, Nay, an there were two such, we should have none 
shortly, for one would kill the other. Ihou ! why, thou wilt 
quarrel with a man ^-hat hath a hair more, or a hair less, in his 
beard than thou hast. Thou wilt quarrel with a man for crack- 
ing nuts, having no other reason but because thou hast hazel 
eyes ; what eye, but such an eye, would spy out such a quarrel ? 
thy head is as full of quarrels as an egg is full of meat, and 
yet thy head hath been beaten as addle as an egg for quarrelling. 
Thou hast quarrelled with a man for coughing in the street, 
because he hath wakcn<='d thy dog that hath lain asleep in the 
sun Didst thou not fall out with a tailor for wearing his new 
doublet before Easter? with another, for tying his new shoes 
with old riband ? and yet thou wilt tutor me from quarrelling ! 

Ben, An I were so apt to quarrel as thou art, any man should 
buy the fee-simple of my life for an hour and a quarter. 

Mer, The fee-simple ! O simple ! 30 


8. if\ (Qj) Pope, him QqFf, Rowe, 
Coll. Ulr. Del. Iluds. Sta. White, Hal. 

14. to] Pope, too QqFf, Rowe, Sta. 

15. an] Pope, and QqFf, Rowe. 
20. would] could Capell (corrected 


in Errata). 

27. from] for Q , Pope, &c. Capell, 
White. 

28. An] Capell. Af^ QqFf, Rowe. 
If Pope, &c. 


uniformly. The folio. Midsum. N. D., I, ii, p. 147, col. 2, has ‘and ’twere any 
Nightingale and so in i Hen. IV : II, i and ii, p. 53, col. i, and p. 54, col. i, ‘And 
*twere not as good a deede as,* &c.] Many of the errors to which this gave rise are, 
as yet, uncorrected. 

8. draws it] Del. Draws is a neuter verb, and him, of QqFf, is the pleonastic 
Dativus ethicus. 

10. Am I] Clarke. The quietness of this retort, with the slight but significant 
emphasis which we imagine thrown upon the ‘ 7 ,’ admirably gives point to the hu- 
morous effect of Mercutio’s lecturing Benvolio — the sedate and peace-making Ben- 
volio, and lectured by Mercutio, of all people I — for the sin of quarrelsomeness. 

14. what to] Sta. And what too, of the old copies, means ‘And what else?' or 
‘ What more r [Dyce, 

27. tutor] Mal. Thou wilt endeavor to restrain me, by prudential advice, from 
quarrelling. 
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Enter Tybalt and others. 

Ben. By my head, here come the Capulets. 

Mer. By my heel, I care not 

Tyb. Follow me close, for I will speak to them. — 

Gentlemen, good den ; a word with one of you. 34 

Mer. And but one word with one of us ? couple it with some- 
thing ; make it a word and a blow. 

Tyb. You shall find me apt enough to that, sir, an you will 
give me occasion. 

Mer. Could you not take some occasion without giving ? 

Tyb. Mercutio, thou consortst with Romeo, — 40 

Mer. Consort ! what, dost thou make us minstrels ? an thou 
make minstrels of us, look to hear nothing but discords ; here’s 
my fiddlestick; here’s that shall make you dance. ’Zounds, 
consort ! 

Ben. We talk here in the public haunt of men. 45 


30, Enter...] Han. Enter Tybalt, 
Petruchio, and others. QciFf. Trans- 
ferred by Coll. Ulr. Del. Sing. (ed. 2), 
Huds. White, Hal. Ktly. to follow line 
31; by Dyce,Sta. Clarke, to follow line 32. 

31. come the Capulets'\ comes the 
Capulets Q,Q,Q.F.. 

3 S- Q,- 

37. an] Capell, Knt. Del. Dyce, Sta. 
Cambr. and QfjFf, Rowe, if Pope, 
&c. Var. et cet. 

38. will] shall Qg. 


40. con sort *st] consortest Qq, Bos. 
Sing. Knt. Corn. Ilaz. Ktly. 

Komeoy — ] Capell. Eomeo-^ 
Rowe, &c. Romeo. QqP'jF^F^. Romeo ^ 
1 '',- 

41. an] Capell. and QqFf. if 
Pope, &c. 

43. ^Zoundsy] Zounds Qq. Come Ff. 
Come, Rowe. Come ! Johns. 

[Laying his Hand on his Sword. 
Rowe. Striking his hilts. Coll. (ed. 2) 
(MS.) 


33. Follow me] Mal. 1 strongly suspect this line and the stage-direction of 
Qj to be an interpolation ; for would Tybalt’s partisans suffer him to be killed with* 
out taking part in the affray ? That they do not join in it appears from the account 
given by Benvolio. [//«/. 

Steev. Malone forgets that, even in his own ed., Tybalt is not killed while his 
partisans are on the stage. They go out with him after he has wounded Mercutio ; 
and he himself re-enters, unattended, when he fights with Romeo. [I/al. 

34. Gentlemen, good den] Walker (‘ Vers.,* p. 189). Gentlemen is very 
often a dissyllable. [This line cited.] 

41. Consort] Sing. To comprehend Mercutio’s captious indignation it should be 
remembered that a consoit was the old term for a set or company of musicians, 
according to Bullokar and Phillips. \IIuds. Sta. Dyce. 

Clarke. Mercutio, who was an invited guest at Capulet’s feast, is so much an 
intimate of that family that one of its members thinks he has a right to call him to 
account for his constant association with the son to the head of the rival House. 

43. *Zounds] White. * Come’ of F, was in deference to the Stat. 3 Jac. I. 
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Either withdraw unto some private place, 

Or reason coldly of your grieva:'i:es, 

Or else depart ; here all eyes gaze on ui. 

Mer. Men’s eyes were made to look, and let them gaze ; 

I will not budge for no man’s pleasure, 1 . 50 

Enter Romeo, 

Tyh. Well, peace be with you, sir ; here comes my man. 

Mer, But I’ll be hang’d, sir, if he wear your liver/. 

Marry, go before to field, he’ll be your follower; 

Your worship in that sense may call him — man. 

Tyb, Romeo, the hate I bear thee car afford 55 

No better term than this, — thou art a villain. 

Rom. Tybalt, the reason that I have to love thee 
Doth much excuse the appertaining rage 

47. Or\ And Capell, Dyce, Coll. 54. him — man'\ Capell. him man 

(MS.), Cham. Clarke, Ktly. Q^Ff, Rowe, &c. Dyce, White, Cambr. 

50. Enter Romeo] After line 51, 55. hate] (QJ Pope, love QqFf, 

Dyce, Cham. Clarke, After line 54, Theob. &c. Knt. Corn. Del. Sta. Cambr. 

Sta. 57. thaf] om. Capell. 

53. be/ore'] first Pope, &c. 58. excuse’\ exceed Coll. (MS.) 

47. Or reason] Dyce. A mistake occasioned by the ‘Dr* which commences the 
next line. 

White. Benvolio presents a triple alternative : either to withdraw to a private 
place, or to discuss the matter quietly where they were, or else to part company; and 
it is supremely in character that on such an occasion he should perceive and suggest 
all these methods of avoiding public scandal. 

Clarke. It is more likely that Benvolio should recommend his friends to retire 
and talk over their grievances coolly, than that he should offer them three alter* 
natives. 

48. depart] Sta. Or else part. See Love’s Lab. L., II, i : * Which we much 
rather had depart withal.* 

50. I will ... I] Sta. The duplication of the pronoun is a construction of fre- 
quent use in the language of Sh.*s time. So in The Tempest, III, iii : 

* You are three men of sin, whom destiny 
(That hath to nstrument this lower world 
And what is in’t) the never-surfeited sea 
Hath caus’d to belch up you' 

55. the love] Del, {*Lexl\ This is of course ironical. Most edd. adopt the 
much feebler reading of (Q^), whereto * can afford^ does not exactly apply. An 
offer or grant of love can be expected, but not of hate. 

Ulr. I follow (Qj) because Coll.’s (MS.) has *hate* and because, moreover, 
Tybalt appears to be too wild and furious to avail himself of ironical expressions. 

58. excuse] Coll. (ed. 2). The (MS.) means that the love Romeo bears Tybalt 
goes far beyond the rage he should otherwise have felt at such a greeting. 
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To such a greeting : villain am I none ; 

Therefore farewell ; I see thou know'st me not 6o 

Tyb. Boy, this shall not excuse the injuries 
That thou hast done me ; therefore turn and draw. 

Rom, I do protest, I never injured thee. 

But love thee better than thou canst devise, 

Till thou shalt know the reason of my love : 65 

And so, good Capulet,i — which name I tender 
As dearly as mine own, — be satisfied. 

Mer. O calm, dishonourable, vile submission ! 

A la stoccata carries it away. [Draws. 

Tybalt, you rat-catcher, will you walk ? 70 

Tyb. What wouldst thou have with me ? 

Mer. Good king of cats, nothing but one of your nine lives, 


59. am /] I am Q^, Pope, &c. om. 
FjFgF^, Rowe. 

60. know' st ] knowest QaQj. 

61. injuries^ iniures F^. 

63. injured~\ iniuried Q^, Momm, 

64. love\ lov'd Ff, Rowe. 
devise, devise: 

devise; F^, Rowe, &c. devise Cambr. 

67. mine'\ my The rest, Rowe, 
&c. Capell. 

69. A la stoccata’\ Capell. Alla 
stucatho QqFj, Pope. Allastucatho 


F^F^, Rowe. Ak / la Sforcata Theob. 
Warb. Johns. Ila ! la stoccata Han. 
Alla stoccata Knt. Dyce (ed. 2), Cambr. 

carries it away.'\ carry it away I 
Lettsom conj. 

[Draws.] Capell. om. QqFf. 

70. you rat-catcher^ You, Rat- 
catcher, Rowe. 

will'\ come, will Han. 

71. wouldsf] QaQgF^. woulds The 
rest. 


58. appertaining rage To] Walker {*Crit.* vol. i, p. 162) [cites this as a 
peculiar construction with the adjective] ; that is, rage appertaining to, 

63. injured] Mommsen. The old and especially more correct form, injuried 
(cf. Nares, ed. Halliw. s. v), is to be preferred, used as it is here in manifest reference 
to the preceding substantive, and with a thoroughly denominative application. No 
one seems to have noticed it; all adopt the more common form, injured, of (Q^) 
and Qg, or rather the injur'd of F^. In the beginning of the seventeenth century, 
the old form had already vanished, and was frequently omitted from older pieces by 
the printers. Yet it is found undoubtedly a few times in Lyly (before 1584), Mar- 
lowe (before 1586), and Ileywood (before 1604). See Dyce in Marl. I, p. 19. The 
latter learned commentator, as well as all the others, failed to notice it in this passage, 
where it is an interesting archaism. 

69. A la stoccata] Steev. Stoccata is the Italian term for a thrust or stab with 
a rapier. [Sing. Knt. Verp. Huds. Sta. 

Ulr. Mercutio uses la stoccata as one word, and places before it the indefinite 
article a. He intends to say ; * Only a well-directed thrust carries away this shame- 
ful submission.* SchlegePs translation is here incorrect. 

Clarke. Mercutio jocosely gives this term as a title for Tybalt. 

72. king of cats] Mal. Allud'ng to his name. [Sing, Ulr. Del. Huds, 
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that I mean to make bold withal, and, you shall use me here- 
after, dry-beat the rest of the eigiit Will you pluck your sword 
out of his pilcher by the ears ? make harte, lest mine be about 
your ears ere it be out 76 

Tyb. I am for you. [Drawing. 

Rom, Gentle Mercutio, put thy rapier up 
Mer, Come, sir, your passado. \Tluy fight. 


73. me hereafterl\ me^ hereafter 
Rowe. 

74. dry-beat] Hyphen by Rowe.* 
(ed. 2?) 

75. pilcher] pilche Warb. Ktly. 


pitcher Sing. (ed. r). pilch^ sir, Sta. 
conj. 

77. [Drawing.] Rowe. am. QqFf. 
79. [They fight.] Capell. 


74. dry-beat] Clarke. That is, severely beat. Dry in the sense of ‘hard,* 
‘ severe,’ comes indirectly from drien, an ancient verb for endure or suffer, and the 
Scottish and old English verb to ‘dree,* which has the same meaning. Lord Bacon, 
and Butler in his * lludibras,’ use the word in this sense. Also it is in Com. of Err, 
II, ii, 64. 

75. pilcher] Warb. We should read pilche, which signifies a cloak or coat of 
skins, meaning the scabbard. \^Sing, I/uds. 

Strev. This explanation is, I believe, just. Nash, in Pierce Pennyless, 159$, 
speaks of a carman in a leather pilche, [Sin^. (ed. i), I/uds, Clarhe.] Again, in 
Decker’s Satiromastix, 1602 : ‘ I’ll beat five pounds out of his leather pilch,' Again, 
• Thou hast forgot how thou ambled’st in a leather pilch, by a piay-waggon in the 
highway, and took’st mad Jeronimo’s part, to get service among the mimicks.* It 
appears from this passage that Ben Jonson acted the part of Ilieronimo in the Span- 
ish tragedy, the speech being addressed to Horace, under which character old Ben 
is ridiculed. [^Ifal. 

Nares. a scabbard [A'«/.] from pylche, a skin-coat, Saxon. See Skinner. 

Sing. (ed. 2). There has been a vain attempt to make Pilcher signify a leathern 
sheath, because a Pilch meant a leathern coat or pelt. It is quite evident that in 
this jocose, bantering speech Mercutio substitutes Pitcher for Scabbard, The poet 
was familiar with the proverb ‘ Pitchers have ears,’ of which he has twice availed 
himself. The ears, as every one knows, are the handles, which have since been 
called the lugs ; pitcher was suggested by the play upon the word ears, which is here 
used for hilts in the plural, according to the usage of the poet’s time. [Sta. 

Sta. a pilch was the name for some outer garment made of leather [‘ Pierce Pen- 
niless,’ 1592, cited], and the word might be applied suitably enough for the leathern 
sheath of a rapier. Perhaps we should read, * out of his pilch, sir,’ &c. 

Coll, 2). No other instance has been adduced of the use of this word in 
this way in any other author. [ Perp. fV/iite.] Very likely the last syllable was 
accidentally added by the printer, and that Mercutio said, ‘ Pluck your sword out of 
his pilch: [Ulr, 

Dyce. a scabbard, a sheath. 

Ktly. I think the right word is pilche, a leathern coat. In V, i, 202, the sheath 
of a dagger is termed its house. 

14 
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Rom. Draw, Benvolio ; beat down their weapons. 8o 

Gentlemen, for shame, forbear this outrage ! 

Tybalt, Mercutio, the prince expressly hath 
Forbid this bandying in Verona streets. 

Hold, Tybalt ! good Mercutio ! [Exeimt Tybalt and his 

Partisans. 

Mer. I am hurt ; 

A plague o* both your houses ! I am sped : 85 

Is he gone, and hath nothing? 

Ben. What, art thou hurt ? 

Mcr. Ay, ay, a scratch, a scratch ; marry, *tis enough. 

Where is my page ? Go, villain, fetch a surgeon. [Exit Page. 

Rom, Courage, man ; the hurt cannot be much. 89 

Mer. No, ’tis not so deep as a well, nor so wide as a church- 
door ; but ’tis enough, ’twill serve. Ask for me to-morrow, and 
you shall find me a grave man. I am peppered, I warrant, for 

80. down their weapons\ their wea- 83,84. in, .. .Tybalt !'\ Here in Ve^ 

pons down Allen conj. MS. rona : — Tybalt ; — Seymour conj. 

80. [draws and runs between. Ca- 83. Verona'] Verottals Q^. 

pell. 84. [Exeunt....] Tibalt vnder Ro- 

80-84. Draw...^stood Mercutio!] Qq meos arme thrusts Mercutio, in and 

Ff. Capell ends the lines /... flyes. (QJ Ulr. Away Tybalt. Qq. Exit 

shame,,., Mercutio,.,.. bandying.. ..Mercu- Tybalt. Ff. Tybalt under Romeo’s arm 
tio. So also Var. (Corn.) Coll. Ulr. stabs Mercutio and flics with his follow- 
Huds. Wliite, Hal. Ktly. ers. Cambr. 

82. [striving to part them. Capell. 85. d both your] Dyce, Cham. Hal. 

83 - Forbid this] Q^. Forbid Cambr. Knt. (ed. 2). a both Qq. a 

Qg. Forbidden Ff, Rowe, &c. Knt. both the F,. of both the Fj^F^F^, Rowe, 
Com. Del. Sing. (ed. 2), Dyce, Sta. &c. d both the Capell, Var. et cet. 
Clarke. 88. [Exit Tagc.] Capell. om. QqFf. 

85. your] Dyce. The * the’ [of Ff ] being evidently an error, for presently after 
Mercutio twice exclaims, plague d both your houses !* 

White. Possibly y*" was mistaken for y®, and we should read as afterward, ‘ your 
houses.* 

92. grave man] Farmer. This jest was better in old language than it is at 
present. Lidgate says, in his elegy upon Chaucer : * My master Chaucer now is 
grave.' [Sing. Hal. 

Steev. We meet with the same quibble in The Revenger’s Tragedy, 1608, where 

Vindice dresses up a lady’s skull and observes ; ‘ she has a somewhat grave 

look with her.* [Sta. Hal. 

Mal. In Sir Thomas Overbury’s Description of a Sexton, Characters, 1 61 6: <At 
every church-style commonly there’s an ale-house; where let him bee found never 
so idle-pated, hee is still a grave drunkard^ [Sing. Sta. dial. 

Coleridge {Lit. Rem. vol. II, p. 156, ed. 1836). How fine an effect the wit and 
raillery habitual to Meicutio, even struggling with his pain, give to Romeo’s follow- 
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this world. — plague o’ both you- houses’ — ’Zounds, a dog, a 
rat, a mouse, a cat, to scratch a man to denth ! a braggart, a 
rogue, a villain, that fights by the book of a-ithmetic ! — Why the 
devil came you between us ? I was hurt under your arm. 96 

Rojn. I thought all for the best. 

Mer. Help me into some house, Benvolio, 

Or I shall faint. A plague o’ both your houses ! 

They have made worms’ meat of me : I have it, lOO 

And soundly too : your houses 1 [Exeunt Mcrcutio and 

Benvolio. 

Rom. This gentleman, the prince’s near ally. 

My very friend, hath got his mortal hurt 


93. both'\ Capell. a both Q^iFj. 
of both Rowe, &c. on both Joliiis. 

'Zou}ids\ Q^. sounds Q^Q^Q^* 
What Ff, Rowe, &c. Capell, Knt. Com. 
Ulr. 

99. d bothl F^. a both The rc'^t. on 
both Johns. 

100, 10 1 . / have it... houses'] Dyce, 

Cambr. Ktly. One line in QqFf, et cet. 

100. ha 7 fe it] haU Capell. 


101. soundly too :] Capell. soundly 

too — Rowe, Pope, Han. soundly ^ to (J,^. 
soundly to soundly too 

soundly tooy F^F^. soundly too. Plague o* 
Theob. Warb. Johns. 

[Exeunt....] Ex. Mer. Ben. Rowe. 
Exit. QqFf. Exeunt. (Q,). 

102. ScENK II. Pope, Han. Warb. 
103* £"^1 tiis] got this Q^, Momm. 

Cambr. gott his Q^. 


ing speech, and at the same time so completely justifying his passionate revenge on 
Tybalt ! 

Sta. In Italy the funeral follows close upon death ; and it was so formerly in 
England too; hence poor Mercutio’s quibble \Clarke]y and the fact of the narcotic 
administered to Juliet lieing tempered to operate only ‘two and forty hours,* are 
strictly in keeping with the usages of the period. 

IIallam (‘Z//. of Europe'). It seems to have been necessary to keep down the 
other characters that they might not overpower the principal one ; and though we 
can by no means agree with Diyden, that if Sh. had not killed Mercutio, Mcrcutio 
would have killed him, there might have been some danger of his killing Romeo. 
His brilliant vivacity shows the softness of the other a little to a disadvantage. 
[ Verp. 

Verplanck Perhaps Hallam has hit upon the true reason, for it is worthy of 
note that the death of Mercutio is wholly the Poet’s own invention. It does not 
come from the poem or novel, where there is merely an accidental contest between the 
Capulets and Montagues, whom Romeo, endeavoring to part, is assailed by Tybalt, 
and kills nm in self-defence, not in anger for the murder of a friend. 

loi. your houses] Clarke. The ineffectual attempt to repeat his former sen- 
tence, ‘ A plague o’ both your houses !’ — the shadowy fragment of the one phrase, 
‘ your houses !’ being but an insubstantial representation of the other — serves ex- 
quisitely to indicate the faint speech of the dying man, and poetically to image his 
failing powers. 

103. got his] Mommsen. The universally adopted reading, dates merely 

from a misprint in Q^, gott his, from which and F, made got his. 
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In my behalf; my reputation stain’d 

With Tybalt’s slander, — Tybalt, that an hour 105 

Hath been my cousin : O sweet Juliet, 

Thy beauty hath made me effeminate, 

And in my temper soften’d valour’s steel ! 


Re-enter Benvolio. 

Bm. O Romeo, Romeo, brave Mercutio’s dead ! 

That gallant spirit hath aspired the clouds, IIO 

Which too untimely here did scorn the earth. 

Ro 7 n, This day’s black fate on more days doth depend; 

This but begins the woe others must end. 


Re-enter Tybalt. 

Ben, Here comes the furious Tybalt back again. 
Rom. Alive, in triumph ! and Mercutio slain ! 


104. reputation'] reputation's S. 
Walker conj. (Lettsom ap. Dyce.) 

106. cousin] kinsman (Q,) Capcll, 
Var. (Corn.) Sing. Dyce, Clarke, Cambr. 

108. Re-enter...] ...hastily. Capcll. 
Enter... QcjFf. 

1 12. more] mo ^ ^ moe 
doth] doe Fj,. do F^. does F^, 

Rowe, &c. 

1 13. begins the 7 ooe] Q^, Dyce (ed. 
2), Cambr. bet^ins, the wo or woe Q2Q3 
Q4F.F.F3. begins the woe, F^, Rowe, 


115 

&c. Capell, et cet. begins the woe; Corn. 

1 13. Re-enter...] Capell. Enter... 

Ff. om. Qq. Transferred by Dyce, 
Wliite, Clarke to follow line 1 17. 

1 15. Alive, in triumph!] Dyce, 

from (Qi), Cambr. He gan in triumph 
Qjj. He gon in trmmph QjQ^. He gon 
in triumph, F^F^^. He gone in triumph, 
QjjF^F^, Rowe, Ulr, Alwe f in tri- 
umph ? Pope, &c. Again ? in tri- 

umph ? Capell. Alive in trmmph ! Sta. 
Alive ! in triutfipk ! Var. et cet. 


no. aspired] Steev. In Greene’s Card of Fancy, 1608; ‘ Her haughty mind is 

too lofty for me to aspire! In Chapman’s Ninth Iliad : ‘ and aspir'd the gods* 

eternal seats.’ We never use this verb at present without some particle, as to and 
after. [Sing. Sta. 

Mal. So also Marlowe, in his Tamburlaine, 1590 ; ‘And both our souls aspire 
celestial thrones.’ [Sing. Sta. 

Sta. So to the word arrive we always add att unto, or in ; but the old writers 
frequently adopted the construction in the text. And our author, 3 Hen. VI* 

V, iii, 8 : ‘ those powers that the Queen Hath raised in Gallia have arrrdd the 

coast.’ 

White. As we now use attain. 

1 1 2. This day’s, &c.] Johns. This day’s unhappy destiny hangs over the days 
yet to come. There will yet be more mischief. [Sing. Huds. 

1 15. triumph!] Ulr. It seems to me ‘He gone’ accords much better with thi 
following ‘ in triumph.’ 




ACT III, SC. i.] 


ROMEO AND JULIET. 


i6i 


Away to heaven, respective lenity, 

And fire-eyed fury be my conduct now! — 

Now, Tybalt, take the ‘villain’ back again 

That late thou gavest me ! for Mercutio’s soul 

Is but a little way above our heads, 120 

Staying for thine to keep him company; 

Either thou, or I, or both, must go with him. 

Tyb. Thou, wretched boy, that didst consort him here, 

Shalt with him hence. 

Rom. This shall determine that. {They fight; 

Tybalt falls, 

Ben. Romeo, away, be gone ! 125 

The citizens are up, and Tybalt slain : 

Stand not amazed : the prince will doom thee death 
If thou art taken. Hence ! — ^be gone 1 — away 1 
Rom. O, I am fortune’s fool 1 

Ben. Why dost thou stay ? {Exit 

Romeo. 


Enter Citizens, &c. 


First Cit. Which way ran he that kill’d Mercutio? 130 

Tybalt, that murderer, which way ran he ? 


1 17. fire-eyed'\Vo^^ixorci{(^^, fier 122. EitAer'} Or (Q^) TopCf &c. 
end Q^. fier and Q3. fire and 130. SCENE III. Pope, Ilan. Warb. 

Qj. Eire, and F3F4, Rowe. Johns. 


1 1 6. respective lenity] Mal. Cool, considerate gentleness. Iluds, Dyce. 

S. Wai.ker, [;Crit.; vol. i, p. 180), cites this as an exception under his ‘Art, 

xxviii. Perspective^ directive^ &c., are frequently used by Sh. and his contempora- 
ries, so to speak, in a passive sense.* 

1 1 7. conduct] Mal. For conductor, [Sing. ITuds. Sta. 

129. fortune’s fool] Johns. I am always running in the way of evil fortune 
like the Fool in the play. ‘ Thou art death’s fool,* in Meas. for Meas. [Sing. Hal, 
Douce. There is certainly no allusion to any play, Sh. is vei*y fond of alluding 
to the mockery of fortune. Thus we have, ‘ Ye fools of fortune.* — Tim. of Athens. 
‘ I am the natural fool of fortune.* — Lear, In the last passage a pointed allusion is 
made to the idiot fool. Sir J. Suckling uses the same expression in his play of The 
Goblins; and Hamlet speaks of ‘ the fools of nature,* precisely in the same sense. 
[Sing, Hal. 

Sing. In Julius Caesar the expression is, * He is but fortune’s knave.* [Hal, 

Sta. I am the sport of fortune. 

CiARKE. It has reference to the ‘ fool* in the old mysteries, moralities, or dra- 
matic shows, who is represented as the perpetual object of pursuit, mockery, and 
disaster. 

14 ♦ 
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Ben. There lies that Tybalt 
First Cit. Up, sir, go with me ; 

I charge thee in the prince’s name, obey. 


Enter Prince, attended; Montague, Capulet, their Wives, and others. 

Prin. Where are the vile beginners of this fray? 

Ben. O noble prince, I can discover all 135 

The unlucky manage of this fatal brawl. 

There lies the man, slain by young Romeo, 

That slew thy kinsman, brave Mercutio. 

La. Cap. Tybalt, my cousin ! O my brother’s child ! 

O prince ! O cousin ! husband ! O, the blood is spilt 140 
Of my dear kinsman ! — Prince, as thou art true. 

For blood of ours, shed blood of Montague. 

O cousin, cousin ! 

Prin. Benvolio, who began this bloody fray ? 

Ben. Tybalt, here slain, whom Romeo’s hand did slay; 145 


132. Uf\ You Coll. (MS.) 

133* name'\ names F,. 

Enter...] Capell, substantially. Enter 
Prince, olde Montague, Capulet, their 
wives and all. QqFf. 

134. vile\ vildY^^. 

135. «//] a/Z.-Q^QjQ,. 

140. 0 prince ! ...husband ! 0 ,] O 

Prince, O Cozin, husband, O QqFf. 
Unhappy siyht / alas Pope, &c. from 
(Q,). Prince, O — cousin — husband — 


O — Johns. O prince! — O husband/-^ 
O, Capell (corrected to O cousin ! — 
husband! — O, in Notes and MS.*) 
Dyce, White, Clarke, Ktly. Unhappy 
sight! ah me, Mai., from (Q,), Var. 
(Corn.) 

O, the'\ the Knt. Com. 

143. O cousin, cousin /] om. Pope, 
&c. (Johns.) 

144. Benvolio"] om. Coll. (MS.) 
bloody] Qq. om. Ff, Rowe, &c. 


140. O prince ! &c.] Knt. (ed. 2). Some modern eds. in this and in other 
passages have adopted the arbitrary course of making up a text out of (QJ and 
without regard to the important circumstance that this later edition was * newly cor- 
rected, augmented, and amended,’ — and that the folio, in nearly every essential par- 
ticular, follows it. 

140. O cousin !] Dyce. This line is no doubt corrupted ; ‘ cozin’ would seem 
to have crept into it, in consequence of the transcriber’s or printer’s eye having 
caught that word just above. [ White. 

141. as thou art true] Johns. As thou art just and upright, [Sing. 

Steev. In Rich. Ill : I, i, 36, ‘ And if King Edward be as true and just* [Sing. 

145. Tybalt here slain, &c.] Bos. In this speech of Benvolio’s, as given in 

(Qt)>the reader will find, I apprehend, both in the rhythm and construction, a much 
greater resemblance to the style of some of Sh.’s predecessors than to his own. 
[White. 

White. [^Introd.,* p. 27]. But if the reader v/ill compare this speech with that 
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Romeo that spoke him fair, bade him bet'.ink 
How nice the quarrel was, and urg",d withal 
Your high displeasure : all this, uttered 
With gentle breath, calm look, knees humbly bow'd, 

Could not take truce with the unruly spleen 150 

Of Tybalt deaf to peace, but that he tilts 
With piercing steel at bold Mercutio’s breast ; 

Who, all as hot, turns dea'*ly point to point, 

And, with a martial scorn, with one hand beats 

Cold death aside, and w^th the other sends 155 

It back to Tybalt, whose dexterity 

Retorts it : Romeo he cries aloud, 

‘ Hold, friends ! friends, part !’ and, swifter than his tongue, 

His agile arm beats down their fatal points, 

And 'twixt them rushes ; underneath whose arm 160 

An envious thrust from Tybalt hit the life 
Of stout Mercutio, and th^n Tybalt fled : 

But by and by comes back to Romeo, 

Who had but newly entertain'd revenge. 

And to’t they go like lightning : for, ere I 165 

Could draw to part them, was stout Tybalt slain ; 


146. ba(le\ Mai. bad Q^, Capell. 
kid The rest, Rowe, &c. Sta. Cambr. 

149. boidd'\ bowed Qq. 

150. takc\ make Capell conj. 

151. Tybalt\ I'ybalts F^. 

157. it\ it home Coll. (eel. 2) (MS.) 


Ulr. 

159. a^le\ agill Q^Q . aged Q,Q 
F,. a/ 5 * F,F,F^, Rowe. 

165. And"] An F^F^. 

to'f] toote Q^Qj. todt Q^F^F, 

Qr 


of Q^, 1 think that he will agree with me that it is but another of those passages 
already alluded to, in which an inferior writer attempted to supply deficiencies in the 
report of the genuine sjieech. At least, it is not the work of any * predecessor* of Sh, 

147. nice] Johns. How slight, how unimportant, how petty^ So in V, ii, 18. 
losing. Coll. Sta. 

SiNo. (ed. i). It here means silly, trifling, or wanton, [In note on Tam. of 
Shr., Ill, i, 80.] Chaucer’s use of Nice seems to point at the old Fr. Nice, Niais, 
silly, weak, simple, which sense suits the passages in Rom. and Jul. [Substantially, 
Knt. Coll Ifiids. 

Sta. It here signifies not delicate, squeamish, &c., as in some other instances in 
these plays, but trivial, unimportant, 

152. Mercutio’s breast] Coleridge {pLit, Rem? vol. ii, p. 156). This small 
portion of untnith in Benvolio’s narrative is finely conceived, [ffuds, 

157. Retorts it] Sing. {*Sh, Vindicated,* p. 232). The interpolation of the word 
home [by Coll. (MS.)] is an unlicensed liberty, and would require better authority 
than that of the (MS.) to induce us to admit it into the text. 
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And, as he fell, did Romeo turn and fly ; 

This is the truth, or let Benvolio die. 

La. Cap, He is a kinsman to the Montague, 

Affection makes him false, he speaks not true: 170 

Some twenty of them fought in this black strife, 

And all those twenty could but kill one life. 

I beg for justice, which thou, prince, must give; 

Romeo slew Tybalt, Romeo must not live. 

Prin, Romeo slew him, he slew Mercutio ; 175 

Who now the price of his dear blood doth owe ? 

Mon, Not Romeo, prince, he was Mercutio’s friend; 

His fault concludes but what the law should end. 

The life of Tybalt. 

Pri 7 t, And for that offence 

Immediately we do exile him hence: 180 

I have an interest in your hate’s proceeding. 

My blood for your rude brawk doth lie a-bleeding; 

But ril amerce you with so strong a fine. 

That you shall all repent the loss of mine : 

I will be deaf to pleading and excuses; 185 

Nor tears nor prayers shall purchase out abuses : 

Therefore use none : let Romeo hence in haste. 


167. and'] to Rowe, &c. 

169. Montague] Motmtagues Q^. 

176. o 7 oe ?] Han. oTve. QqFf. 

177. Mon.] Moun. Q^. Mou. Q^. 
Capu. Qg. Cap. Q.,Ff. La. Cap. Rowe, 
Pope. La. Mont. Theob., &c. 

181. / have.., proceeding] I had no 

interest in your heats p?'eceding Johns. 


conj. 

hafds] Knt. hates' Capell, Var, 
(Camp.), Sing. Sta. Ktly. hearts QqFf, 
Rowe, Pope, Theob. heats' Han. Warb, 
hearts' Johns. 

184. the] this Allen conj. MS. 

185. J will] // wf// Q^Q^Fj, Momm. 

186. otit] Qq. otir Ff, Rowe. 


170. false] Johnson. The charge of falsehood on Benvolio, though produced 
at hazard, is very just. The author, who seems to intend the character of Benvolio 
as good, meant, perhaps, to show how the best minds, in a state of faction and dis- 
cord, are detorted to criminal partiality, [Sing. Knt. Com. Verp. Hal. 

Knt. There is a slight particle of untruth in Benvolio’s statement, which, to a 
certain degree, justifies this charge of Lady Capulet. Tybalt was bent on quarrel- 
ling with Romeo, but Mercutio forced on his own quarrel with Tybalt. Dr, John- 
son’s remark upon this circumstance is worthy of his character as a moralist. 

182. My blood] S. Walker. That is, my kinsman; sanguis mens. 

185. I will] Momm. has It., referring to blood, — compare Gen. iv. 10, the 
voice of thy brother's blood crieth unto Me from the ground, — to me this interpreta 
tion is very beautiful. 
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Bear hence this body, ana attend c ^r will : 
Mercy but murders, pardoning those that LiU. 


165 

189 

\Exeunt 


Scene II. Capule^^s orchard. 


Enter JuuEi. 

Jtd, Gallop apace, you fiery-footed steedj. 
Towards Phoebus’ lodging : such a waggoner 


188. he's\ Theob. he is QqFf, 
Rowe, Pope. 

his’\ the Qg. 

190. buf] not F,. 

Scene ii.] Rowe. Scene iv. Pope. 
Scene v. Capell. 

Capulet’s orchard.] Globe, Dyce (ed. 
2),, Cambr. Capulet’s Garden. Capell, 
Dyce (ed. i). An Apartment in ''^apu- 


let’s Hoise. Rowe, &c. Juliets Apart- 
ment. White. 

Enter...] . .alone. QqFf. Juliet seated 
near the window. White. 

2. Towards\ Toward F^F^F^, Rowe. 
To (Q,) Pope, Han. 

lod^i^ingl mansion (QJ Pope, &c. 
Var. (Com.), Coll. Sing. Huds. Clarke, 
Hal. Ktly. 


190. Mercy but murders] Mal. So in Hale’s Memorials: ‘When I find 
myself swayed to mercy, let me remember likewise that there is a mercy due to the 
country.’ Hal. 

Mal. So in Stubbes’s Anatomic of Abuses, 2d part : ‘ And yet let the Prince be 
sure of this, to answere at the day of judgment before the tribunall seate of God for 
all the offences that the partie pardoned shall commit at any time of his life after. 
For if the Prince had cuttc him off when the lawe had passed on him, that evill had 
not been committed. To this purpose I remember I have heard a certeine pretie 
apothegue [apothegme] uttered by a jester to a king. The king had pardoned one 
of his subjectes that had committed murther, who, being pardoned, committed the 
like offence againe, and by meanes was pardoned the second time also, and yet filling 
up the measure of his iniquitic, killed the third, and being brought before the king, 
the king being verie soric, asked him why he had killed three men, to whom his 
jester, standing by, replied, saieing, No (O King) he killed but the first, and thou 
hast killed the other two ; for if thou hadst hanged him up at the first, the other two 
had not beene killed ; therefore thou hast killed them, and shall answere for their 
bloud. Which thing being heard, the king hanged him up straightway, as he very 
well deserved.’ [/A?/. 

Coll. (ed. 2). In F, is another of the places in which the old printers confounded 
“ but” and not. 

Scene II.] Hartley Coleridge {Essays^ &c., vol. ii, p. 197). That the con- 
ceits in this scene are suitable to tragedy I cannot maintain ; but they have a smack 
of nature. The mind, surprised by sorrow in the midst of playful delights, will not 
immediately change its tune. The confusion of feelings will produce an antic blend- 
ing of thoughts, a dance of death. 

I. Gallop apace] Mal. Sh. probably remembered Marlowe’s //, 

which was performed before 1 593 : 
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As Phaethon would whip you to the west, 

And bring in cloudy night immediately. — 

Spread thy close curtain, love-performing night, S 

That runaway’s eyes may wink, and Romeo 
Leap to these arms, untalk’d of and unseen. — 

Lovers can see to do their amorous rites 
By their own beauties ; or, if love be blind. 


6, runaway's\ Var. Rann. White, 
Knt. (ed. 2), Cambr. runnaioaycs Q .Q3. 
run^awayes run-awaics 

run-aways F^, Rowe, Pope, Johns, th' 
Runaway's Theob. Han. Warb. the run- 
away's Capell. That"' runaway's Allen 
conj. MS. Rumour^ s lluds. (Heath 
conj.). run-away so quoted by Black- 
stone. Renomy's Mason conj. runa- 
gates Becket, Hunter, and Muirson 
conj. unawares Knt. (ed. i). Coll. (cd. 
i), Verp. (Z. Jackson conj.). Luna's 
Mitford conj. rumourous Sing. conj. 
(withdrawn), rumourers Sing. (ed. 2). 
Cynthia's S. Walker conj. enemies 
Coll. (ed. 2) (MS.) Heussi. rude day's 
Dyce, Cham, soon day's or roving Dyce 
conj. soon days Haz. Nimmo. run- 
aways' Del. Sta. Clarke, sunny day's. 


or curious or envious eyes Clarke conj. 
{sun away) or unwary or runagate or 
run-astray Taylor MS. conj.* noon- 
day's Anon. (ap. White) conj. yonder 
Leo conj. runabouts' Ktly. J'itan's 
Bullock conj.* sun-awahe's Brady conj. 
wary ones' Anon, conj.* ribalds' Anon, 
conj.* Uranus' Anon, conj.* roaming 
Anon, conj.* no man's Cartwright conj. 
runaivay spies H. K. conj. sun away 
Knt. (ed. 2) conj. sun-aweary MTl- 
waine conj. 

wink,'] weep, so quoted by Knt, 
peep, Cartwright conj. 

7. Leap] Leapt 

S. rites] F^. rights QqF^F^F^. 

9. And iy QjQjF,. 

if love be] of lerve to Q^. of lovs 
too Q,. 


'Gallop apace, blight Phoebus, through the skie, 

And dusky in rusty iron car ; 

Between you both, shorten the time, I pray, 

That I may see that most desired day.' 

So in Bamabe Riche’s Farrwell : ‘ The day to his seeming passed away so slowely 
that he had thought the stately steedes had bin tired that drawe the chariot of the 
Sunne, and wished that Phaeton had beene there with a whippe.* The first ed. of 
Riche’s Farewell was printed in 1583. 

2. lodging] Ulr. A majority of the cdd. prefer ‘ mansion,* I see not why. 
Del. Because it sounds more stately. 

Dyce. lodging seems preferable, to say nothing of the word ♦ mansions’ occurring 
towards the end of this speech. (Compare Petrarch, Canzone v ; 

* Quando vede 'I pastor calare i raggi 
Del gran pianeta al nido ov* egh alberga' &C.) 

White. * Mansion’ is more ambitious, but less appropriate. 

6. runaways] The notes upon this word will be found in the Apperr!J7, 

9. their own beauties] Mal, So in Marlowe’s Hero and Leander; *— dark 
flight is Cupid’s day.’ [Sing. 

Stekv. Milton, in his Comus, might here have been indebted to Sh. : 

* Virtue could see to do what virtue would, 

By her own radiant light, though sun and moon 
Were in the fiat sea sunk.' \Sing. Sta. 
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It best agrees with night. Come, civil night, lO 

Thou sober-suited matrc n, all in black. 

And learn me how to lose a winning ma.cli, 

Play’d for a pair of stainless maidenhoods. 

Hood my unmann’d blood bating in my che ;ks 

With thy black mantle, till strange love grown boU IS 

Think true Ic /e acted simple m adesty. 

Come, night, come, Romeo, come, thou day in night; 

For thou wilt lie upon the wings of night 
Whiter than new snow on a raven’s back. 


II. sober-smted"] Hyphen in F^. 

13. maidenhodds\ Q2Q3F,. maiden^ 
heads The rest, Rowe, &c. Capell. 

14. bating] Steev. bayting 

F,Fj. baiting Q^QjF^,^Rowe, &c. Ca- 
pell. 

1 5. grown] Rowe, grow QqFf, Ktly. 


16. Think] Thinks Rowe, &c. 
(Han.) 

19. new snow on] new snow upon 
QjQ.jFj, Bos. Sing. Knt. Corn. Coll, (ed 
l), Ulr. Del. Ktly. snow upon 
Theob. Warb. Johns. Sing. (ed. 2), Sta. 
Clarke, Dyce (ed. 2). 


10. civil] Johnson. That is, grave^ decently solemn. [Sing. Huds. 

14. Hood .... bating] Stp:p:v. These are terms of hilconry. An unmanned 

hawk is one that is not brought to endure company. Bating is fluttering with the 
wings as striving to fly away. Coll. Verp. Iluds. White ^ Cham. 

Knt. To man a hawk was to accustom her to the falconer who trained her, 

Sta. The hood was the cap with which the hawk was usually hoodwinked. An 
unmanned hawk was one not sufficiently trained to be familiar with her keeper, and 
such birds commonly fluttered and beat their wings violently in efforts to escape. 
See also Tam. of Shr., IV, i, 206. 

Dyce. The hawk was hooded till let fly at the game. 

Nares, To bate, probably from batire, Fr. It is a natural action with birds, after 
bathing, to shake the moisture from their wings ; also when desirous of their food, of 
prey. The true meaning of the word is beautifully exemplified in the following pas- 
sage from Bacon : ‘ Wherein (viz., in matters of business) I would to God that I 
were hooded, that I saw less; or that I could perform more , for now I am like a 
hawk that bates, when I see occasion of service ; but cannot fly because I am ty’d 
to another’s fist.’ 

Dyce. *Bate, Bateing or Bateth, is when the Hawk fluttereth with her Wings 
either from Pcarch or Fist, as it were strivcing to get away ; also it is taken for her 
striving with her Prey, and not forsaking it till it be overcome.’ — R. Holme’s 
Academy of Armory and Blazon, B. ii, c. xi, p. 238. 

15. strange] Clarke. That is, reserved, retiring. 

15. grown] Coll. (ed. i). Rowe’s change was scarcely necessary. 

Kekhitley. Rowe was probably right. Still, when we consider the joyous per- 
turbation of Juliet’s mind, there maybe an asyndeton, and she maybe speaking alio 
staccato. 

18, 19. For thou . . . back] Coleridge (‘ZfV. Bern.* vol. ii, p. 156). Indeed, 
the whole of this speech is imagination strained to the highest ; and observe the 
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Come, gentle night, come, loving, black-brow’d night, 20 

Give me my Romeo ; and, when he shall die. 

Take him and cut him out in little stars. 

And he will make the face of heaven so fine 

That all the world will be in love with night 

And pay no worship to the garish sun. — 2? 

O, I have bought the mansion of a love, 

But not possess’d it, and, though I am sold. 

Not yet enjoy’d ; so tedious is this day 
As is the night before some festival 

To an impatient child that hath new robes 30 

And may not wear them. — O, here comes my nurse. 


Enter Nurse, with cords. 


And she brings news, and every tongue that speaks 
But Romeo’s name speaks heavenly eloquence. — 

Now, nurse, what news ? What hast thou there ? the cords 
That Romeo bid thee fetch ? 

Nurse. Ay, ay, the cords. \Throws them 

down. 

Jul. Ay me ! what news ? why dost thou wring thy hands ? 


£1. / Q^Q/f, Ulr. Del. 

24.* will be'\ shall be Q^. 

31. Enter...] QqFf. After line 33, 
Dyce, Sta. Clarke, White, Cambr. ...at 
a distance, Capcll. Ulr. follows (Q,). 
34, 35. the cords. ..fetch'] Han. One 


line in QqFf. 

35. Throws...] Throwing... Capcll, 
om. QqFf. 

36. Ay] QqFf, Dyce, Cambr. Ah 
Han. et cet. 

Ay... hands .^] Two lines in Ff. 


blessed effect on the purity of the mind. What would Dryden have made of it? 
[^Cham. 

Cham. We may conceive from his treatment of The Tempest. 

20 . black-browed] Steev. In King John, V, vi, 17: * Why, here walk I, in 
the black brow of night* [Sing. 

21 , he shall] Del. Juliet demands for herself the life-long possession of her 
lover, and not until after her death may Night, as her heiress, carry away Romeo. 
Of the possibility of Romeo’s death she cannot, in her present happiness, conceive. 
[Ulr. 

25. garish] Johnson. Milton had this speech in his thoughts when he wrote the 
following lines in ‘ II Penseroso * Till civilsuited morn appear,’ and ‘ Hide me 
from day’s garish eye.’ [Sing. Sta. 

Steev. Garish is gaudy, showy. [Sing. ITuds.] In Rich. Ill : IV, iv, 89. In 

Marlowe’s Edward II, 1598: ‘ march’d like players With garish robes.’ It 

sometimes signifies wildy flighty. Thus, ‘ starting up and garishly staring 

about, especially on the face of Eliosto.’— Hinde's Eliosto Libidinoso^ 1606. [IlaL 
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Nurse, Ah, well-a-day! he's dead, he'r dead, he’s dead. 

We are undone, lady, we are undone. — ' 

Alack the day ! — he’s gone, he’s killed, he's dead. 
yul. Can heaven be so envious ? 

Nurse, Romeo 40 

Though heaven cannot. — O Romeo, Romeo ! — 

Who ever would have thought it 1 — Romeo ! 

JuL What devil art thou that dost torment me thus ? 

This torture should be roar’d in dismal hell. 

Hath Romeo slain himself? say thou but ‘I,’ 45 

And that bare vowel ‘ I’ shall poison more 
Than the death-darting eye of cockatrice. 


37. Ah'\ Pope. A QqFf. 

weil-a~day\ welady QjQ^FtQ^. 
weraday 

hds dead'] Thrice in Qq. Twice 
hi Ff, Rowe. 


42. Romeo /] Romeo — Del. 

43. Two lines in Ff. 

45, 46. */’,..*/’] ay, ..ay Rowe, Pope. 
ay... I Corn. White. 

47, 48, 49. Read 47, 49, 48 Johns, conj. 


38. We are, &c.] Ktly. {^Miltoiiy vol. i, p. iio). This line consists of two 
choriambs, with an intermediate trochee; and there must be a pause at the end of 
each. So Milton (ComuSf v. 666) : ‘Why are you vext. Lady? why do you frown?* 

40. envious.] White. So malicious. 

42. Romeo!] Del. I doubt that this is hci*e to be considered an exclamation; 
but it is rather the beginning of a sentence which the Nurse’s grief will not permit 
her to finish. 

45. but ‘I,*] Theob. At Sh.’s time of day the affirmative adverb Ay was gene- 
rally written /.* and by this means it both becomes a vowel, and answers in sound 
to Eye, upon which the conceit turns in the second line. [Substantially, Ala/. Sing, 
Knt. Corn. Verp. Coll. Iliids. Sta. White, I>yce. 

Corn, The edd. have here thought it necessary to retain the old spelling [/ foi 
ay]. We have, however, ventured to deviate from this unsightly practice, conceiving 
that there is sufficient similarity between the sounds of ‘ ay’ and ‘ I’ to point out the 
intended quibble. This is one of the trivial passages which we easily persuade our- 
selves have, by some accident or impertinence, been foisted into the genuine text. 

Coll. (ed. 2). ‘That bare vowel’ it is obviously necessary to retain heie; but 
elsewhere we adopt the modern form. 

White. It has been necessary to retain the simple vowel I twice in this passage. 

47. cockatrice] Reed [Note on 2 Hen. VI ; III,ii, 52]. In Albion’s England, 
b. i, c. iii : 

— As iEsculap an herdsman did espie, 

That did with easy sight enforce a basilisk to flye, 

Albeit naturally that beast doth murther with the eye.’ \Sing. Huds. 

Nares. An imaginary creature, supposed to be produced from a cock’s egg; a 
production long thought to be real. It was said to be in form like a serpent, with 
the head of a cock. Sir Thomas Browne, however, distinguishes it from the ancient 
ba.silisk,' and in so doing describes it more particularly. Vide Enq. into Vulg, 
16 
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I am not I, if there be such an I, 

Or those eyes shut, that make thee answer ‘ I.* 

If he be slain, say * I ;* or if not, no : 

Brief sounds determine of my weal or woe. 

Nurse. I saw the wound, I saw it with mine eyes — 

God save the mark ! — here on his manly breast : 

A piteous corse, a bloody piteous corse ; 

Pale, pale as ashes, all bedaub'd in blood, 55 

All in gore blood : I swounded at the sight 

48-51. I...woe\ om. Pope, &c. 

48. /,] Qj. 7 . The rest, an ^]om. Q^Q Q . or Coll. (ed. 2) 

•Ay.-* Corn. (MS). 

48-50. an an Ay.... 55. bedaub* d'\bedawdeCl^. bedeaidd 

Ay. ...Ay Rowe, Corn, an l....ay....ay Q^. 

White. 56. gore blood'] gore-blood Dyce, 

49. shut] Capell. shot QqFf, Rowe. White, Ilal. Ktly. 

make thee] Steev., 1778 (Johns. 56. swotmded] (Q^) Coll, swouned 
conj.). makes thee QqF^, Capell. Q^. swooned F^, Rowe, &c, Har. 
makes the Fj^F^F^, Rowe. sounded The rest, swoonid Corn. Dyce. 

51. Brief sounds] Briefe^ sounds ^ sownded Capell, Haz. 

Errors^ III, vii, p. 126. Many fables were current respecting it. In the first place, 
it was supposed to have so deadly an eye as to kill by the very look, — Tivelfth N.^ 
Ill, iv, 215. But there was a still further refinement, that if the cockatrice first saw 
the person, he killed him by it; but if the animal was first seen, he died. They 
were supposed to be able to penetrate steel by pecking it. Cockatrice was also a 
current name for a loose woman; probably from the fascination of the eye. 

Sta. [To these citations adds] : 3 Hen. VI : III, ii, 187. 

53. God save the mark] Knt. The commentators leave the expression in Its 
original obscurity. May we venture a conjecture ? The mark which persons who 
are unable to write are required to make, instead of their signature, is in the form 
of a cross; but anciently the use of this mark was not confined to illiterate persons, 
for amongst the Saxons the mark of the cross, as an attestation of the good faith of 
the person signing, was required to be attached to the signature of those vrho could 
write, and to stand in the place of the signature of those who could not write. (See 
Blackstone’s Commentaries.) The ancient use of the mark was universal ; and the 
word mark was, we believe, thus taken to signify the cross. God save the mark was, 
therefore, a form of ejaculation approaching to the character of an oath ; in the same 
manner as assertions were made emphatic by the addition of ‘ by the rood,* or, * by 
the holy rood.* 

White. (Q,) has ‘God save the sample P May we conclude from this that, in the 
other phrase, * mark’ means such a mark as is made with a needle upon a sampler ? 

Dyce. The origin and meaning of the exclamation are alike obscure. 

56. gore blood] Forby. That is, clotted, congealed blood. The words sepa- 
rately used are doubtless general, but thus combined seem to be provincial. Cer- 
tainly archaic. As the Nurse says of Tybalt, ‘ all in gore-blood^ exactly so would an 
East- Anglian nurse say on a like occasion. Or, perhaps ‘ all of a gore^ or ‘ all of a 
gore of blood* [I/al. 
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JuL O, break, my heart 1 poor bankrupt, break at once ! 

To prison, eyes, ne’er loc k on liberty ! 

Vile earth, to earth resign, end motion h^re. 

And thou and Romeo press one heavy bier i 60 

Nurse. O Tybalt, Tybalt, the best frieni I had I 
O courteous Tybalt ! honest gentleman ! 

That ever I should live to see thee dead ! 

Jul. What storm is this that blows so contrary ? 

Is Romeo slaughter’d, and is Tybalt dead ? 65 

My dear-loved cousin, and my dearer lord ? 

Then, dreadful trumpet, sound the general doom ! 

For who is living, if those two are gone ? 

Nurse. Tybalt is gone, and Romeo banished ; 


57. Two lines in Ff. 

bankriipt\ QjF^. banckrout or 
bankrout The rest, Knt. Corn. Del. 

59. t 6 \ too Q,. 

60. one\ on Q^Q^F,. 

[sinking into a scat.] Capell. 

64. blows] bowes F^jF^. 


[starting up. Capell. 

66. dear-loved] (QJ Pope, dearest 
QqFf, Capell, Knt. Ulr. Del. White. 

67. Then] The F^, Rowe. 
dreadful trumpet] let the irtwipet 

(Q,) Pope, &c. 

69. g 07 te] dead (Q^) Pope, &c. 


Halliwell. 


*th* Italian horn 

Whistling through th’ aire, pierc’d through his corps forlorn • 

Whose hollow wound vented much black gore-bloudl 

Virgil^ translated by yohn Vicars^ 163a. 


56. swounded] White. Proper as ‘ swooned' may be under other circumstances, 
is there not something gained by leaving the vulgar form of the word in the Nurse’s 
mouth ? 

Dyce (ed. 2). [Note on Wint. Tale, IV, iii, 13]. Malone says ' swoon ^ in the old 
copies of these plays, is ALWAYS written sound or swoundl Yet Malone might have 
found in F^, ‘Many will SWOON when they do,’ &c., As You Like It, IV, iii, 159. 
‘ Or else I swoone with this death-killing,’ &c., Rich. Ill : IV, i, 35. * What? doth 

shec swowne,’ 3 Hen. VI : V, v, 45. 

57. bankrupt] Knt. We restore the old poetical bankrout in preference to the 
modern bankrupt, 

66. dear-loved] Del. The QqFf contain a more pregnant construction than 
that of (QJ, since the comparative transcends the superlative dearest, [Ulr. 

Ulr. The comparative dearer gives the highest expression to the highest height 
of Love (die hochste Hohe der Liebe hochst ausdrucksvoll bezeichnet.). 

69. Romeo banished] Heraud (‘ 5 A.’j Inner Lifel 1865, p. 61). It must 
have struck every reader that both Romeo and Juliet’s excessive lamentations 
for his banishment from Verona rather want motive. Why could not Juliet have 
gone with him ? and, by so doing, have prevented the after evils, which originate 
solely in their apparently needless separation. Brooke’s poem supplies the hiatus. 
Juliet there supplicates her lover for his permission to be his companion in exile. 
But he gives her the reasons why this cannot be: 
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Romeo that kill’d him, he is banished. 

Jul. O God ! — did Romeo’s hand shed Tybalt’s blood ? 
Nurse, It did, it did ; alas the day, it did ! 

Jul. O serpent heart, hid with a flowering face ! 

Did ever dragon keep so fair a cave ? 

Beautiful tyrant ! fiend angelical ! 75 

Dove-feather’d raven ! wolvish-ravening lamb! 

Despised substance of divinest show ! 

Just opposite to what thou justly seem’st, 

A damned saint, an honourable villain I 

O nature, what hadst thou to do in hell, 80 

When thou didst bower the spirit of a fiend 
In mortal paradise of such sweet flesh ? 

Was ever book containing such vile matter 
So fairly bound ? O, that deceit should dwell 
In such a gorgeous palace I 

Nurse. There’s no trust, 85 


71. O Cod r\ Separate line, PX 
did^ Nur. Did F^Fg. 

72. Nurse.] om. Q^QjQ/^F^Fj. 

73. 74. Jul. 0 serpent.., Did"] Nur. 
O serpent... \ m. Did 

76. Dove-feather'* d rm>en'\ Tlieob. 
Ravenous douefeatherd Rauen Q^Q^F^. 
Ravenous dove^ feathred Raven Q^Q^F^, 
FjF^, Pope, Warb. 

wolvish-ravening lamb'] Separate 


line in Ff, Rowe, Pope, 

77. Despised] Detested I^ong MS.* 
79. damned] dimme Q^Q,. dimne 
Fx- 

81. When] Where Allen conj. MS. 
bower] power Q^, poure (^. 
pour Coll. (MS.) 

85-87. Therd s... dissemblers] As in 
Capell (following Po])e). Two lines, 
the first ending meny in QqFf. 


* For, but thou chaneje thy myiule, (1 do foretell the end) 

Thou shall undoo thyselfe for aye, and me thy trusty frende. 

For why, thy .absence knowne, thy father wil be wroth, 

And in his rape no [so] narowly he will pursue us both, 

That we shall trye in vayne to scape away by flight, 

And vainely seeke a loorking place to hide us from his sight. 

I'hen we, found out and caught, quite voyde of strong defence. 

Shall cruelly be punished for thy departure hence ; 

I as a ravishor, thou as a careles childe, 

I as a man who doth defile, thou as a mayde defllde.* 

These reasons Sh. left to the imagination of his audience, or perhaps to their 
memory. 

73. O serpent, &c.] Henley. So in Macbeth, I, v, 66. 

Mal. So in King John, II, i, 68 : * With ladies facesy and fierce dragons spleens.' 
Again in Hen. VIII : III, i, 145 ; ‘ You have angel’s faces, but Pleaven knows your 
hearts.* [Sing. 

81. bower] Coll. (ed. 2). We hesitate to alter here, because ‘bower’ is very 
intelligible and figuratively beautiful in connection with * paradise but the (MS.) 
has, rather prosaically, pour, which, however, was formerly often spelt power. 
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No faith, no honesty in men , all perjured. 

All forsworn, all naught, all dissemblers. 

Ah, where’s my man ? give me some agj 7 oitcj : 

These griefs, these woes, these sorrows make me old. 

Shame come to Romeo i 

Jul Blister’d be "-hy tongue go 

For such a wi^h ! he was not bo-n to shame : 

Upon his brow shame is ashamed to sit , 

For ’tis a throne where honour may be crovm’d 
Sole monarch of the universal earth. 

O, what a beast was I to chide at him ! 95 

Nurse, Will you speak well of him that kill’d your cousin ? 
JuL Shall I speak ill of him that is my husband ? 

Ah, poor my lord, what tongue shall smooth thy name, 

When I, thy three-hours wife, have mangled it ? 

But wherefore, villain, didst thou kill my cousin ? 100 

That villain cousin would have kill’d my husband : 

Back, foolish tears, back to your native spring ; 

Your tributary drops belong to woe. 

Which you mistaking offer up to joy. 

My husband lives, that Tybalt would have slain ; 105 

And Tybalt’s dead, that would have slain my husband : 


87. Ai!... dissemblers'] Ally all for- 

sworn ;„.and all dissemblers Pope, &c. 
All are forsworn, all false, all are dis- 
semblers cow], All naught, all 

forsworn, all dissemblers Anon, conj.* 
All,.,dissembleers Ktly. 


95. at him'] him F^. him so 
F^, Rowe, &c. 

96. Two lines, Ff. 

104. yoti] your F^F^F^. 

106. TybaWs] Tibalt or Tybalt Fft 
Rowe, Pope, Capell. Knt. 


91. For such a wish] Coleridge (‘Z?V. Rem.^ vol. ii, p. 156). Note the 
Nurse’s mistake of the mind’s audible struggle with itself for its decisions in toto. 
ll/uds. 

92. to sit] Steev. So in Painter’s Palace of Pleasure, tom. ii, p. 223 : * Is it 
possible that under such beaulie and rare comelinesse, disloyaltie and treason may 
have their siedge and lodging ?’ [Sing, 

98. smooth] Steev. This means, in ancient language, to stroke, to caress, to 
fondle, [Dyce, 

Sing. To smooth is to flatter, to speak fair. It is here metaphorically used to 
mitigate or assuage the asperity of censure with which Romeo’s name would now be 
mentioned. [Huds. 

102. foolish tears] Steev. So in The Tempest, III, i, 73: * I am fool 

To weep at what I am glad of.’ [Sing, 

104. offer up to joy] Ulr. The metaphor here is somewhat forced, and recalls 
the mode of expression of the Italian Poets. 

15 * 
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All this is comfort ; wherefore weep I then ? 

Some word there was, worser than Tybalt’s death, 

That murder’d me : I would forget it fain ; 

But, O, it presses to my memory, 1 10 

Like damned guilty deeds to sinners’ minds : 

‘Tybalt is dead, and Romeo — banished;’ 

That ‘banished,’ that one word ‘banished,’ 

Hath slain ten thousand Tybalts. Tybalt’s death 

Was woe enough, if it had ended there: II 5 

Or, if sour woe delights in fellowship 

And needly will be rank’d with other griefs. 

Why follow’d not, when she said ‘Tybalt’s dead,’ 

Thy father, or thy mother, nay, or both, 

Which modern lamentation might have moved? 120 

But with a rear-ward following Tybalt’s death, 

‘ Romeo is banished,’ to speak that word. 

Is father, mother, Tybalt, Romeo, Juliet, 

All slain, all dead. ‘ Romeo is banished!’ 


5 lain'\ kilVd F,F3F^, Rowe, &c. 
108. word there was'] words there 
was Q3Q^Fj. words there were Q^. 

1 1 7. rank'd] wranht 

120. om. Pope, &c. Johns. 


modern] moderate Long MS.* 

121. with] which F,. 
rear-ward] rear-wotd Coll. conj. 

122, banished^ to] F^. banished to 
QjQ^FjFjjFg. banished: to Q^Qj, Cambr. 


1 14. Hath slain ten thousand] M. Mason. That is, worse than the loss of ten 
thousand Tybalts. \_Sini^^. Iluds, 

1 16. sour woe, &c.] Steev. Thus the Latin hexameter (I know not whence it 
comes) : ‘ Solamen miseris socios habuisse doloris.* [Sia. 

Ulr. This corresponds to our proverbial phrase, ‘ Misfortune never comes alone.’ 
Steevens and Malone erroneously take the words in the sense of the familiar Latin 
verse : Solamen^ &c. 

1 17. needly] Clarke. Sh. has here coined an excellent word, which is not given 
among dictionary words, but which it would be well to adopt into our language as 
good English. 

120. modern] Steev. It means trite^ common. So in As You Like It, II, vu, 
156; ‘Full of wise saws and modem instances.* 'iSing, Huds, Sta, 

Sta. That is, ordinary y well-known lamentation. So in All’s Well, II, iii, 2. 

Dvce. * Per modo tutto fuor del modem' uso.’ — Dante, Purg, xvi, 42 ; where 
Biagioli remarks : *MbdemOy s’ usa qui in senso di ordinariol 

121. rear-ward] Coll. (ed. 2). Might we not read rear-wordy though the oW 
copies are uniform. 

Dyce (ed. 2). ‘ Perhaps Collier’s conjecture i? right.* — W. N. Lettsom. 
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There is no end, no limit, measure, bound. 125 

In that word’s death ; no words can that wo^^ sound. 

Where is my father, and my mother, nur'^e? 

Nurse. Weeping and wailing over Tybal Jc corse. 

Will you go to them ? I will bring you thither, 

Jid. Wash they his wounds wit^ ^ears ; mine shall be spent, 
When theirs a’-e dry, for Romeo’s banishment. 131 

Take up those cords : poor ropes, you aie beguiled, 

Both you and I ; for Romeo is exiled : 

He made you for a highway to my bed ; 

But I, a maid, die maiden-widowed. 1 35 

Come, cords ; come, nurse ; I’ll to my wedding-bed ; 

And death, not Romeo, take my maidenhead ! 

N?irse. Hie to your chamber : I’ll find Romeo 
To comfort you : I wot well where he is. 

Hark ye, your Romeo will be here at night : 140 

I’ll to him ; he is hid at Laurence’ cell. 

Jid. O, find him ! give this ring to my true knight. 

And bid him come to take his last farewell. [Exeunt. 


Scene III. Fidar Laurence's cell. 

Enter Friar Iaurence and Romeo. 

Fn. L. Romeo, come forth ; come forth, thou fearful man : 
Affliction is enamour’d of thy parts. 


130. tears :'\ Q^Q^Ff, Dyce, Sta. 
Clarke, Cambr. Knt. (ed. 2). teares? 
Qj,, Pope, &c. Var. et cet. teares ^ Q^. 
133- I* ^ rest, 

135. maiden-widowed Hyphen in- 
serted by Rowe. 

136. cords'\ cordes Q^. cord The 
rest, Rowe, Theob. Warb. Johns. Knt. 

Scene m.] Rowe. Scene v. Pope. 


Scene vi. Capell. 

Friar....] Capell. The Monastery. 
Rowe, &c. 

Enter.,..] Rowe. Enter Frier and 
Romeo. QqFf. Enter Friar Laurence. 
Capell, Dyce, Clarke, Cambr. 

I. Two lines, Ff. 

man:'\ man; [Enter Romeo. 
Capell. 


130. with tears :] Sta. All the modem eds. place a note of interrogation after 
these words, but perhaps in error. The Nurse tells Juliet her father and mother are 
weeping over TybalPs corse, and asks if she will go to them ; to which Juliet replies, 
* No, let them wash his wounds with tears; mine shall be spent in wailing Romeo’s 
banishment.* 

S. Walker. Poirt with the folio — * Wash — ^tears : mine,* &c., ahluant. [The 
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And thou art wedded to calamity. 

Rom, Father, what news ? what is the prince’s doom ? 

What sorrow craves acquaintance at my hand, 5 

That I yet know not ? 

Fri, L, Too familiar 

Is my dear son with such sour company : 

I bring thee tidings of the prince’s doom. 

Rom, What less than dooms-day is the prince’s doom ? 

Fri, L, A gentler judgement vanish’d from his lips, lO 

Not body’s death, but body’s banishment. 

Rom, Ha, banishment 1 be merciful, say ' death ;’ 

For exile hath more terror in his look. 

Much more than death: do not say ‘banishment.’ 

Fri, L, Hence from Verona art thou banished: I.5 

Be patient, for the world is broad and wide. 

Rom, There is no world without Verona walls, 

But purgatory, torture, hell itself. 


3. [Enter Romeo.] Dyce, Clarke, 
Cambr. 

4. Two lines in Ff. 

5. acquaintance\ admittance F^, 
Rowe. 

7. unth'\ in Rowe. 

9. Two lines, Ff. 

10. gentler] gentle F^, Rowe. 
vanisli'd] even'd Warb. issued 

Heath conj. 


14. more than] morCy than Capell, 
Much... death] Thaft death itselj 

(Qi) Han. 

15. Hence] (Qj llan. Here QqF^ 
Rowe, &c. Johns. Capell, Knt. Corn. 
Del. Sta. Cambr. 

17. Verona] Verona's Pope, &c. 

18. torture y hell] torturing hell 
Han, I'artary hell Warb. 


note of interrogation was introduced by Pope. Dyce and Staunton have recently 
restored the punctuation of the old copies. — Foot-note by Lettsom.] 

Clarke. This form of the imperative is found in Rich. II : II, i, 138. 

10 . vanish’d] Ktly. I have never met with any sense of * vanish’ but its ordi 
nary one, which certainly will not suit here. We should therefore, I think, read 
issued or some word of similar meaning. It is curious that Massinger seems to have 
taken * vanish’d’ on Sh.’s authority. * Upon those lips from which those sweet worda 
vanish'd.' — Reneg., v. 5. We have, however, in Lucrece : 

* To make more vent for passage of her breath, 

Which, thronging through her lips, so vanisheth 
As smoke from iEtna, that in air consumes.* 

But the breath is material. 

13, 20, 43. exile] Walker [‘ Vers.' p. 291, cites this word in these passages as 
an example under] Art. lix. There are a number of dissyllabic verbs and adjec- 
tives, — the verbs more especially, I think, in the form of the past participle, — which, 
though at present they are accented on the latter syllable exclusively, have, in our 
old poets, an accent, — though of course an unequal one, — on both syllables ; the 
principal one being shifted ad libitum from the one syllable to the other. 
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Hence banished is banish’d fiom the world, 

And world’s exile is death : then ‘banished’ 20 

Is death mis-term’d : calling death ‘ banis! ment/ 

Thou cut’st my head off with a golden axe 
And smil’st upon the stroke that murders me 

Fri, L, O deadly sin ! O rude unthankfulness 1 
Thy fault our Hw calls death ; brt the kind prince, 25 

Taking thy part, hath rush’d aside the la^. 

And turn’d that black word death to banishment : 

This is dear mercy, and thou seest it not. 

Rom, ’Tis torture, and not mercy : heaven is here. 

Where Juliet lives ; and every cat and dog 30 

And little mouse, every unworthy thing. 

Live here in heaven and may look on her, 

But Romeo may not : more validity. 


19. banished'\ banhJCd Rowe. 
Jlence-banished Capell, Var. (Corn.), 
Knt. Sing, llucls. Dyce, Ktly. 

banished'] banished Rowe. 

20. world's exile'] world-exiVd Pope, 
&c. 

then] that Theob. Warb. Johns. 
* banished'] banishment Ilan. 
Johns. Capell, Sing. (ed. l). Camp. 
Corn. Ilaz. Dyce (ed. 2). 


21. ^banishment'] (Q,) Pope, hat^ 
ished QqFf, Ulr. Del. Cambr. 

23. smil'st] QgFjF^. smilest Thft 
rest. 

26. rush'd] push'd Capell conj. and 
Long MS.* brush'd Coll. (ed. 2) (MS.) 
28. This] That Rowe. 

dear] meer Pope, from (Q,), 

Ilan. 

32. Live] Lives Rowe, &c. 


21 . ‘banished’] Del. {^Lex.']. The repetition of the same word at the end of 
several successive lines is in Sh.’s style; and those edd. who adopt ‘banishment 
from (Qj) sacrifice to their own grammatical precision a perfectly Shaksperiaii inac- 
curacy of speech, originating in Romeo’s passion. 

Ulr. Romeo in his wild agony retains the word, which Lorenzo had just used, 
and which evokes the outpouring of his rage, with the obstinacy of passion, and uses 
the haled word even where the calm speech of every-day life would certainly say 
‘banishment.’ 

26. rush’d] Ktly. Would not push'd be better? As in Hen, V: I, i, 5 : 

But that the scambhng and unquiet time 
Did push it out of furilier question.* 

28. dear mercy] Steev. (QJ reads ‘w<fnr mercy,* *. tf., absolute mercy. [Sing. 

29. heaven is here] Steev. From this, and the foregoing speech of Romeo, 
Dryden has borrowed, in his beautiful paraphrase of Chaucer’s Palamon and Arcitei 

‘ Heaven is not, but where Emily abides 
And where she’s absent, all is hell besides.* \Sini^. 

Coleridge {^Lit. Rem' vol. ii, p. 157). All deep passions are a sort of athcistit 
that believe no future. 

33. validity] Steev. This is employed to signify worth or value in Lear I, i, 
83. [Sing. 


M 
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More honourable state, more courtship lives 

In carrion-flies than Romeo : they may seize 35 

On the white wonder of dear Juliet’s hand, 

And steal immortal blessing from her lips ; 

Who, even in pure and vestal modesty, 

Still blush, as thinking their own kisses sin ; 

But Romeo may not ; he is banished : 4.0 

This may flies do, when I from this must fly. 

They are free men, but I am banished : 

And say’st thou yet, that exile is not death ? 


35. than\ than^ Allen conj. MS. 

37. blessiitg] blessings Rowe, &c. 
3k PVAo] Which Pope, &c. 

38-46. See note infra. 


39. os'] and Rowe (ed. 2),* Pope. 
40-43. But. ...death /*] As in Wliite. 
See note infra. 


34. courtship] Sing. (ed. l). By courtship, courtesy^ courtly behavior is meant. 
Bullokar de^.^ec *■ compliment to be ceremony, court-shipy fine behavior.* See also 
Cotgrave in Curtisanie and Curialiti ; and Florio in Cortegianla. * Would I might 
never excel a Dutch skipper in courtshipy if I did not put distate into my carriage 
of purpose.* — Sir Giles Goose cap. Again, in the same play i * My lord, my want of 
courtship makes me fear I should be rude.* 

* Whilst the young lord of Telamon, her husband, 

Was packeted to France, to study couriskifiy 
Under, forsooth, a colour of employment.’— 

Ford*s Fancies Chaste and Noble. 

See also Gifford’s Massinger, vol. ii, p. 505, where the true meaning of the word has 
not escaped the acute and able e*clitor. [J/uds. Hal. 

38-46. Who . . . . ‘ banished * ?] Cambr. Instead of the lines which he put in 
the margin, Pope inserted the following, copied with some alterations from (Q,) : 

‘ But Romeo may not, he is banished I 
O father, hadst thou no strong poison mixt. 

No sharp ground knife, no present means of death, 

But banishment to torture me withal?’ 

40-43. But .... death ?] Cambr. reads as follows: 

* This may flyes do, when I from this must flie, 

And sayest thou yet, that exile is not death ? 

But Romeo may not, he is banished. 

Flies may do this, but 1 fiom this must flie: 

They are freemen, but I am banished.’ 

The same order is followed in the subsequent Quartos. The reading of (Q^) will 
be seen in the reprint which follows the play. The F, gives : 

‘This may Flics doe, when I from this must flie. 

And saist thou yet, that exile is not death? 

But Romeo may not, hee is banished.’ 

This reading is followed by the other Folios, Rowe, Theobald, Warburton, and 
Johnson [Knight, S/nger (ed. 2). Ed.]. Hanmer follows Pope in his text (see 
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Hadst thou no poison mix’d, no sharp-ground knife, 

No sudden mean of death, though ne'er so mean, 45 

4 ^ sharp‘ground'\ H 3 rphen, F , 

foregoing note), omitting altogether the lines which lope put in the margin. 

Capell has : 

Flies may do this, but I from .his mast fly; 

They are free men, but i am banirlied.* 

bTEEVENS (1773) reads: 

* Flies may do this, when I from this must fly ; 

They are free men, but I am banish’d. 

And say’ ' thou yet, that exile is not death? 

But Romeo may not : — he is banished.' 

In his note on the passage, in the edition of I77S» ccnjectured that the line * But 
Romeo . . . banished’ should be inserted after « their cwai kisses sin an arrange- 
ment which was adopted by Malone, and by Steevens himself in his ed. of 1793. 
Capell suggests that the lines he retains ‘were secon 1 thoughts of the poet’s, and 
their original was meant for expunction.’ This may possibly be true, but we have 
adopted the reading given ir. our text because il retains, without manifest absurdity, 
lines which are all undoubtedly Sh.’s. [So far the Cambridge Editors.] 

Variorum of 1821, Har. Sino. (ed. i), Camp. Corn, and Delius follow Steev- 
ens ot 1793. 

Coll. (ed. i) [also Verp. Ut.r.]. We follow and Q^. In F, the impassioned 
repetition of ‘ Flies may do this, but I from this must fly,’ was, it would seem, not 
allowed for, and that and the following line were, therefore, as we think, unneces- 
sarily omitted. 

Dyce Remarks' &c.]. Collier supposes that Sh. would make Romeo utter the 
very same conceit twice over in the course of a fewjines. The repetition is nothing 
more than one of the innumerable varia lectiones of this tragedy. The line ‘ But 
Romeo may not,’ &c., is quite out of place. In such a passage as this, where hideous 
confusion has arisen from the various readings, it is absolutely necessary that an 
editor should do his endeavor to rectify that confusion : he should neither jumble 
two texts together, nor slavishly follow one particular text. 

Ulr. As it is characteristic of passion to delight in a repetition of the same words 
while indulging in a variety and abundance of images and conceits, I should have 
omitted these lines [41, 42], which contain a repetition of the same conceit merely, 
if Fj had also omitted the preceding line, ‘ But Romeo may not.’ If these lines be 
retained, which continue the simile of flies, the two following are, in my opinion, 
also necessary. Either the latter have been omitted, or the former retained through 
oversight. 

Hazlitt omits lines 40-42, But.. ..banished, 

Hudson, Dyce, Chambers, Keightley adopt F^ and transpose the line ‘ But 
Romeo may not,’ &c., to follow ‘ Still blush, as thinking,’ &c. 

Sta. [adopts Fj and transposes ‘ But Romeo,’ &c., to follow * This may flies do,* 
&c.] Capell rightly conjectures that the author’s first draft of this passage was left 
Itanding in the MS., and so got printed with the after version. 

Coll. (ed. 2) [adds to his former note] : There is manifestly some confusion in 
the text, but as by leaving cut the lines we might exclude something which Sh. at 
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But ‘ banished’ to kill me ? — ‘ Banished’ ? 

O friar, the damned use that word in hell ; 

Howling attends it : how hast thou the heart, 

Being a divine, a ghostly confessor, 

A sin-absolver, and my friend profess’d, 5^ 

To mangle me with that word ^ banished’ ? 

Fri. L. Thou fond mad man, hear me but speak a word. 

Rom, O, thou wilt speak again of banishment 
Fri. L, I’ll give thee armour to keep off that word ; 
Adversity’s sweet milk, philosophy, 5 ? 

To comfort thee, though thou art banished. 

Rom, Yet ' banished’ ? Hang up philosophy ! 

Unless philosophy can make a Juliet, 

Displant a town, reverse a prince’s doom, 


48. Howling attends^ Howlings at- 
tends Fj. Howlings attend F^F^F^, Rowe, 
&c. Capell, Var. Knt. Sing. Huds, Dyce, 
Sta. White. 

51. * banished '1 banishment (QJ 
Pope, &c. Capell, Var. (Corn.) 

52. Thou.,.word'\ (QJ Mai. Then 
fond mad man^ heare me a little speake 


Q2Q3. Thou,., a little speake Ca 
pell, Knt. Ulr. Del. Sta. White, Dyce 
(ed. 2). Then fond mad man^ heare 
me speake F^. Fond mad man, heare 
me speake F^F^F^ [mad-man F^, Rowe, 
&c.) 

54. thee"] the F^. 

keep ojf^ bear off Pope, Han. 


one time inserted, we rather leave them as a reduplication than strike them out as 
interpolated. 

White follows Steevens of 1793 in the arrangement of lines, but adopts from 
QqFf line 41, and in a note says : * that the new lines, “ But Romeo may not,*’ &c., 
and “ They are freemen,” &c., were added in the wrong places seems so clear that 
I have not hesitated to regulate the text accordingly.’ 

Halliwell and Clarke follow Staunton. 

Camrr. follows White, except in reading but for ‘when’ in line 41. 

52. fond] Coll. (ed. i), ‘ Fond’ is, of course, here, as in many other places, 
foolish, [Huds, 

52. word] White. The reading of (QJ has been hitherto retained, although 
the change in seems plainly to have been made to avoid the unpleasant recur- 
rence of * word,’ unemphasized, three times in four lines, twice at the end of lines 
spoken by the same character. [Dyce (ed. 2). 

55. Adversity’s . . . banished] Mal. So in Romeus and Juliet, the Friar says : 

‘ Vertue is alwayes thrall to troubles and annoye, 

But wtsdotne tn adversitie iindes cause of quiet joye.* 

See also Lyly’s Euphiies, 1580: ‘Thou sayest banishment is better to the freebome. 
There be many meates which are sowre in the mouth and sweet in the maw ; but if 
thou mingle them with sioeet sawces, they yeeld both a pleasant taste and wholesome 
nourishment. I speake this to this end ; that though thy exile seeme grievous to 
thee, yet, guiding thyselfe with the rules of philosophy, it shall be moie tolerable, 
\^Sing. Hal, 
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It helps not, it prevails not : talk no morf^ 6o 

Fri, L, O, then I see .hat madniefi have lo ears. 

Rom. How should they, when that Wi.^e men have no eyes? 
Fri. L. Let me dispute with thee of thy estate. 

Rom. Thou canst not speak of that the a lost not feel: 

Wert thou as young as I, Juliet thy love, 65 

An hour but luarried, Tybalt murdered. 

Doting like me, and like me banished, 

Then might’st thou speak, then might'st thou tear thy hair, 

And fall upon the ground, as I do now, 69 

Taking the measure of an unmade grave. {Knocking within, 
Fri. L. Arise ; one knocks ; good Romeo, hide thyself. 

Ro 7 n. Not I ; unless the breath of heart-i»ick groans 
Mist-like infold me from the search of eyes. {Knocking, 

Fri. L. Hark, how they knock! — Who's there? — Romeo, 
arise ; 

Thou wilt be taken. — Stav awhile! — Stand up; {Knocking. 

Run to my study. — By and by! — God’s will, 76 

What simpleness is this ! — I come, I come ! {Knocking. 

Who knocks so hard ? whence come you ? what's your will ? 
Nurse. {Within\ Let me come in, and you shall know my 
errand ; 

60. mort.'\ more: F_F_F . more — 

Rottc, &c. 

62. Two lines, Ff. 
that'\ om. Q3Q^FfQg, Rowe. 

63. dispute'\ dispaire F,F^. despair 
FjF^, Rowe. 

65. Wert thou as young\ If thou 
wert young Seymour conj. 

as /, Juliet thy^ as Juliet my 
Ff, Rowe. 

68. Two lines, QqFf. One in Rowe. 
might ^ St... might ’ j/] mightest... 
mightst Qg. mightest.. .mightest 
F,. mightst.. ..mightst (Q,)Q5, Corn. 

Dyce, Coll. (ed. 2), Cambr. 

70. [Knocking within.] Throwing 


himself on the ground. Knock within. 
Rowe. Dyce and Coll. (ed. 2) (substan- 
tially). Enter Nurse, and knockes. Q. 
Q^Ff. Nurse knocks. Q^Qg. 

71. Two lines, Ff. 

72. Not /] Separate line, Ff. 

74. Two lines, Ff. 

75. [Knocking.] Slud knock. Q3Q3. 
Knocke againe. Q^Q^. Knocke. Ff. 

77. simpleness'] wilfulness (Q,) Pope, 
&c. Var. (Corn.), Coll. Sing. Huds. Sla. 
White, Clarke, Hal. Ktly. 

78. Two lines in Ff. 

79. Nurse [Within] Rowe, Enter 
Nurse. Nur. QqFf. 

Two lines in Ff. 


63. Let me dispute] Steev. That is, let me talk over your affairs, or the present 
state you are in. \^Sing.] The same phrase, with the same meaning, occurs in 
The Winter’s Tale : IV, iv, 41 1. 

Sta. Let rie reason with you upon your affairs, \Dyce, 

16 
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I come from Lady Juliet. 

Fn. L. Welcome, then. 


8o 


Enter Nurse. 

Nurse, O holy friar, O, tell me, holy friar, 

Where is my lady’s lord, where’s Romeo ? 

Fri, L, There on the ground, with his own tears made drunk. 
Nurse, O, he is even in my mistress’ case, 

Just in her case ! 

Fri, L. O woeful sympathy! 85 

Piteous predicament ! 

Nurse, Even so lies she, 

Blubbering and weeping, weeping and blubbering. — 

Stand up, stand up ; stand, an you be a man : 

For Juliet’s sake, for her sake, rise and stand; 

Why should you fall into so deep an O? 90 

Rom, Nurse! 

Nurse, Ah sir ! ah sir ! Well, death’s the end of all. 


80. Enter Nurse.] Rowe. 

82. Where zV] (QJ Rowe. Wheres 
Q,Q3. Whereas 

83. One line (QJ Pope. Two, QqFf. 

84. mistress^'] Pope. mistresse or 
mistress QqFf. mistress's Rowe. 

case'\ cause Fj^F^. 

85 , 86. O woeful . . .predicament] Given 
to ‘ Friar’ by Steev. 1778 (Farmer and 
S. Walker conj.). Continued to ‘ Nurse’ 
in QqFf, Rowe, &c. Capell, Ulr. Del. 

88. an j/ou] Rowe (ed. 2)*. and 
you QqFf. 


89. [Romeo groans.] Coll. (ed. 2) 

ms.) 

90. an O] an Oh Rowe, &c. Coll, 
(ed. 2) (MS.), Ktly. 

90. 91. an O? Rom. Nurse] an—^ 
Rom. Oh nurse Plan. Johns. 

91. [Rising suddenly.] Coll. (ed. 2) 
(MS.) [Rising.] Dyce (ed. 2). 

92. Well, death's] (QJ Mai. Var. 

Knt. Dyce, Sta. Cham. Clarke, Cambr. 
deaths death's Q^F^, Rowe, 

death is Q^, Pope, &c. Capell. Death u 
Coll, et cel. 


85. O woeful . . . predicament] Farmer. The old copies give these words to 
the Nurse. One may wonder the edd. did not see that such language must neces- 
aarily belong to the Friar. 

Del. {^Lex.'') Throughout this scene, as well as in the scenes that follow, Sh. 
represents the readiness of the Friar to act, in contrast to the vain wailings of Romeo 
and the Nurse. The Friar, therefore, instead of joining in the lamentations of the 
others, would be much more likely to repress them. 

(Jlr. It is far from being out of character for the Nurse to interlard her talk 
with some few grand, high-sounding phrases, which she had caught up in her 
long intercourse with the higher ranks, especially with Lady Capulet. My view 
is also sustained by the word predicament, which only half and half applies here, 
inasmuch as it only exceptionally, and under certain circumstances, signifies the 




ACT III, SC. Jii.] ROMEO AND JULIET. 


183 


Rom, Spak’st thou of Juliet? how is i<- with her? 

Doth she not think me ar old murderer, 

Now I have stain’d the childhood of our J ey 95 

With blood removed but little from her own * 

Where is she ? and how doLh she ? and wh'^l ays 
My conceal’d lady to our cancell’d 1 ve ? 

Nu 7 'se. O, she says nothing, sh, but weeps and weeps; 

And now falls on her bed ; and then starts up, icx> 

And Tybalt calls ; and then on Romeo cries. 

And then down falls again. 

Rom. As if that name, 

Shot from the deadly level of a gun. 

Did murder her; as that name’s cursed hand 

Murder’d her kinsman. — O, tell me, friar, tell me, 105 

In what vile part of this anatomy 

Doth my name lodge ? tell me, that I may sack 

The hateful mansion. \Drawing his sword. 

Frl. L. Hold tiiy desperate hand : 

Art thou a man ? thy form cries out thou art : 


93. Spak^st'l Q^. Spakest 
Cambr. Speak'sl Ff, Rowe, &c. Ktly. 

is it ] ist Qg. F^, Rowe. 

94. she «<?/] not she Q^QgQ^Ff, Rowe, 
&c. 

95. I have'] have I Rowe (ed. 2)*, 
Pope. 

childhood] child-head Q^. 

97. doth] does F^, Rowe, &c. 

98. conceaVd] conscaVd] Warb. 
ca 7 i cell'd] conceal'd Ff, Rowe. 

loi, calls. ...cries] cries. ...calls (QJ 


Pope, &c. 

on] oxn. F^F^. 

102, 103. j 4 s if...gnn] As in Rowe 
One line in QqFf. 

[Startinjr up.] Capell. 

103. deadly] dead F^. 

105. O] om. Pope, &c. 

108. [DrawinfT...] Theob. om. Qq 
Ff. Ulr. follows (Q,). ...dagger. Dyce. 

hand:] hand, [wresting the 
Dagger from him. Capell. 


same as situation {La^e), and even in this sense does not exactly suit the con- 
nection. 

White. There can hardly be a doubt that Farmer was right. 

98. conceal’d, &c.] Heath. The epithet conceal'd is to be understood, not of 
the person, but of the condition of the lady. So that the sense is, My la !y, whose 
being so, together with our marriage which made her so, is concealed fiom the world. 

Duds. Clarke, 

Walker {*Vers.' p. 291) cites this word as an example under Art. lix. See 
above, line 13 of this scene. 

109. Art thou a man ? &c.] Mal. Sh. has here closely followed Romeus and 
Juliet : 

* Art thou, quoth he, a man? thy shape saith, so thou art; 

Tljy crying and thy weping eyes denote a woman’s hart, 
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Thy tears are womanish ; thy wild acts denote 1 10 

The unreasonable fury of a beast : 

Unseemly woman in a seeming man ! 

Or ill-beseeming beast in seeming both ! 

Thou hast amazed me : by my holy order, 

I thought thy disposition better temper’d. 1 1 5 

Hast thou slain Tybalt ? wilt thou slay thyself? 

And slay thy lady that in thy life lives, 

By doing damned hate upon thyself? 

Why rail’st thou on thy birth, the heaven and earth ? 


1 10. denote] denote Q^Qg. doe note 
F,. do note F^F^, Rowe, Pope, Han. 

1 13. Or] (QJ Steev. And QqFf, 
Rowe, Theob. Johns. Capell, Knt. Del. 
An Warb. 

both] Groth Warb. (? for 


growth *). 

XI 7. lady... lives ^ F^, Rowe, &c. Ca- 
pell, Knt. Com. Sta. White, Cambr. 
lady^ that in thy life liesy QqFjF^F^. 
lady too, that lives in thee ? (Q^) Pope, 
Han. Var. et cet. 


For manly reason is quite from of thy mynd outchased, 

And in her stead affections lewd and fancies highly placed : 

So that I stoode in doutc, this howre (at the least), 

If thou a man or woman wert, or els a brutish beast* 

\.Sing, Coll. Verp. Huds. Sta. Dyee (ed. a). 

III. a beast] Clarke. One of the numerous instances where Sh. uses ‘beast* 
as the antithesis to ‘ man.* In As You Like It, IV, iii, 47, Rosalind, disguised as 
Ganymede, and reading the words: ‘Whiles the eye of man did woo me,* adds, 
* Meaning me a beast ;* as though that were the necessary sequence in opposition to 
‘ man.* 

II 7, And slay, &c.] Del. This reading is far preferable to that of (QJ on ac- 
count of the accent that falls on the second thy, and because of the Shakspearian 
collocation of life and lives. 

1 19. thy birth] Mal. Romeo has not here railed on his birth, &c., though in 
bis interview with the Friar, as described in the poem, he is made to do so : 

* Fyrst Nature did he blame, the author of his lyfe. 

In which his joyes had been so scant, and sorowes aye so ryfe ; 

The time and place of byrth he ficrsly did reprove, 

He cryed out (with open mouth) against the starres above,-^ 

On Fortune eke he raylde.* 

Sh, copied the remonstrance of the Friar without reviewing the former part of his 
scene. He has, in other places, fallen into a similar inaccuracy by sometimes fol- 
lowing and sometimes deserting his original. [Sing. Sta. White. 

Ulr. It is true Sh. appears to have followed here the source of his plot a little 
too closely, but the oversight is not so great as the English critics assume ; it can be 
very readily supposed that before the scene opens Romeo had done what Laurence 
now reproaches him with. 

White. The omission in (Q,) of seventeen lines in this speech is due, without a 
doubt, to the hasty and surreptitious manner in which that edition was published, 
and not to the addition of them upon the revision of the play For the supposition 
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Since birth and heaven and earth, all three do meet 120 

In thee at once, which the u at once wouldst ^ose. 

Fie, fie, thou shamest thy shape, thy love, thy \At ; 

Which, like a usurer, abound'st in all. 

And uscst none in that true use indeed 

Which should bedeck thy shape, th> love, thy wit: 12$ 

Thy noble shape is but a form of wax. 

Digressing from the valour of a man ; 

Thy dear love sworn, but hollow perjury. 

Killing that love which thou hast vow’d to cherish; 

Thy wit, that ornament to shape and love, 130 

Mis-shapen in the conduct of them both. 

Like powder in a skillcss soldier’s flask. 

Is set a-fire by thine own ignorance, 

And thou dismember’d with thine own defence. 


120, 1 21. tfo meet In thee at once'\ so 
meeti In thee atone Warb. 

1 21. /<w] QgFgF^. loose The 

133. a-Jire"] Huds. Dyce, Cambr. 


Knt. (ed. 2). a Jter Q2Q3. a fire Q^Ff, 
Rowe, on fire Q , Theob. Warb. Johns. 
Capcll, Var. Knt. (ed. i), Sing. Ktly. 
o' fire Sta. afire Coll, et cet. 


that Sh., when, after years of mental developement, he revised the early version of 
this tragedy, began his labour in this passage by finishing a sentence, and then, for 
the sake of sixteen lines, went helplessly back again to Brooke’s old poem, and, 
taking it up where he before dropped it, led off by versifying a sentence inconsistent 
with what he had before written, is too absurd to merit a second thought. 

127. Digressing] Boswell. So in Richard II: V, iii, 65. Also in Bamabe 
Riche’s ‘Knowing that you should otherwise have used me than you 
have, you should have digressed and swarved from your kinde.* Hal, 

Stekv. So in the 24th book of Homer’s Odyssey, translated by Chapman : 

‘ — — my deservings shall in nought digress 
From best fame of our race’s foremost merit.’ \Hal. 

132. powder] Steev. The ancient English soldiers, using match~\oc^% instead 
of locks with flints, were obliged to carry a lighted match hanging at their belts, 
very near to the wooden flask in which they kept their powder. The same allusion 
occurs in Humours Ordinary y an old collection of English epigrams : 

' When she his Jiask and touch-box set on fire, 

And till this'hour the burning is not out’ iStftg. Huds. Kni. Hal. 

Ulr. That flint-locks were in use in Sh.'s middle age a passage in Hen. V ; II, i, 
55, shows. So that this reference here to a match-lock seems to me another proof 
that this tragedy belongs to the earlier pieces of Sh., and was written probably six or 
eight years before Henry V (1599). 

134. And thou] Johnson. And thou tom to pieces with thine own weapons. 
[Sing. Huds, 

16 * 
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What, rouse thee, man ! thy Juliet is alive, 

For whose dear sake thou wast but lately dead ; 

There art thou happy : Tybalt would kill thee. 

But thou slew’st Tybalt ; there art thou happy too : 

The law, that threaten’d death, becomes thy friend, 

And turns it to exile ; there art thou happy : 1 40 

A pack of blessings lights upon thy back ; 

Happiness courts thee in her best array; 

But, like a misbehaved and sullen wench, 

Thou pout’st upon thy fortune and thy love : 

Take heed, take heed, for such die miserable. 145 

Go, get thee to thy love, as was decreed. 

Ascend her chamber, hence and comfort her : 

But look thou stay not till the watch be set, 

For then thou canst not pass to Mantua; 

Where thou shalt live till we can find a time 150 

To blaze your marriage, reconcile your friends, 

Beg pardon of the prince and call thee back 
With twenty hundred thousand times more joy 
Than thou went’st forth in lamentation. — 

Go before, nurse : commend me to thy lady, 155 

And bid her hasten all the house to bed, 

Which heavy sorrow makes them apt unto : 

Romeo is coming. 

Nurse, O Lord, I could have stayed here all the night 


138. stnv' st...too\ sleivest Tibalt, there 
art thou happie Q)q. slew' st..,happie F^, 
Knt. slew'st Tybalt; there thoiUrt 
happy too Pope, &c. slew' st... there too 
art thou happy. Capell. 

139. becomes'\(^, became 
&c. Knt. Sta. 

140. tt 4 rns'\ turtles QgQ^Qg. tume 
Qg. turn'd Ff, Rowe, &c. Knt. Sta. 

14 1. of hlessings'\ of blessing Q^, 
Knt. or blessing F,. 

lights'\ light QaQgQgFf, Rowe, 
&c. Capell. Corn. Sta. 


143. misbehaved and'\ mishaued 
and Q2Q3. mishaped and F^. mis* 
shaped and a F^F^. mis-skapett and a 
F^. mis-hav'd and a Rowe, Capell. 

144. pout'st upon'\ powts upon Q^, 
poutst upon Qj.. puts up QgQ^. puttesi 
up Ff, Rowe, Knt. frownst upon (Q^) 
Com. poutest up Nicholson conj. * 

152. the prince'] thy prince QgFf^ 
Rowe, &c. (Han.), Knt. 

159. all the night] all night Ff, 
all night long Pope, &c. 


135. thy Juliet, &c.] Ulr. Here again we must suppose that Romeo, before the 
opening of this scene, had expressed the fear that Juliet may have been made sick 
or even killed by horror and pain at his deed. 

144. pout’st upon] Knt. Is to put up used as to put aside ? 
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To hear good counsel : O, what learning is ! — t6o 

My lord, I’ll tell my lady you will com^. 

Ro7n. Do so, and bid my sweet prepare chide. 

Nurse. Here, sir, a ring she bid me give yuu, sir: 

Hie you, make haste, for it grows very late. [Exit. 

Rom. How well my comfort is re\ ived by this ! 165 


Fri. Go hence; good night; ana here stands all your state: 
Either be gone before the watch be set. 

Or by the break of day disguised from hence • 

Sojourn in Mantua; I’ll find out your man, 

And he shall signify from time to time 1 70 

Every good hap to you that chances here : 

Give me thy hand ; ’tis late : farewell ; good night. 

Ro 77 i. But that a joy past joy calls out on me, 

It were a grief, so brief to part with thee : 1 74 

Farewell. [EreuTtt. 


Scene IV. A roofn in Capulcfs house. 
Enter Capulet, Lady Capulet, and Paris. 


Cap. Things have fall’n out, sir, so unluckily 
That we have had no time to move our daughter. 

Look you, she loved her kinsman Tybalt dearly. 

And so did 1 . — Well, we were born to die. — 

Tis very late ; she’ll not come down to-night : 5 

I promise you, but for your company, 

I would have been a-bed an hour ago. 


162. [Nurse offers to go in and turns 
again] (Q,) Ulr. 

163. Here sir'\ Here is (QJ Coll. 
TMS.) Dyce (ed. 2). 

ring she] ringj sir, that she Dyce 

(ed. 2). 

bid] bids hade Com. 

Dyce (ed. 2), from (Q,). 

you, sir] you: Dyce (ed. 2). 

164. [Exit.] Capell, tsSX&x good night, 
line 166. om. QqFf. 


1 66-1 68. om. (Qj) Pope, &c. 

(Johns.) 

166. Go hence] Separate line, Ff. 
168. disguised] disguise 
175. Farewell] om. Pope, &c. (Johns.) 
Scene iv.] Rowe. Scene vi. Pope. 
Scene vii. Capell. 

A room.,.] Capell. Capulet^s 
House. Rowe, &c. 

Enter...] Rowe. 

2. had] om. F^F^. 


163. Here, sir] Coll. (ed. 2). The insertion of * sir* twice in the line may have 
been intended to indicate the state of feeling of the Nurse. 

166. here stands all] Johns. The whole of your fortune depends on this. 
\Sing. Huds. Sta. 
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Par, These times of woe afford no time to woo. 

Madam, good night : commend me to your daughter. 

La, Cap, I will, and know her mind early to-morrow; 10 
To-night she’s mewed up to her heaviness. 

Cap, Sir Paris, I will make a desperate tender 
Of my child’s love : I think she will be ruled 
In all respects by me ; nay more, I doubt it not. — 

Wife, go you to her ere you go to bed; 15 

Acquaint her here of my son Paris’ love ; 

And bid her, mark you me, on Wednesday next — 

But, soft ! what day is this ? 

Par, Monday, my lord. 

Cap, Monday ! ha, ha ! Well, Wednesday is too soon ; 

O’ Thursday let it be : — o’ Thursday, tell her, 20 

She shall be married to this noble earl. 

Will you be ready ? do you like this haste ? 

We’ll keep no great ado ; a friend or two ; 


8. time\ (Q^) Rowe, times QqFf. 
•WQo\ woe Q^. 

11. she^s meiv'd'\ Theob. shees 
mewed Q^,. she is mewed 

the is mew'd Rowe, Capell. 

12. [calling him back, Capell. 
desperate"] separate Han. Warb. 

14. nay„.„not] nay, J not doubt it 
Han. 

16. here of] hereto/ hereof 


Qj. here with Q^, Theob. Warb. Johns. 
there of Ktly. 

17. next — ] Rowe, nexty QqFf. 
20-22. O' Thursday..,. haste /] On 
Thursday let it be : you shall be mar- 
ry' d. (Qj) Pope, Ilan. 

20. O'....o'] Capell. A. ...a QqFf, 

Rowe. On...o' Theob. Johns. 

23. We'll keep] Well, keep Q^y Momm. 


11, mew’d] Dyce. *Mew is the place, whether it be abroad or in the house, in 
which the Hawk is put during the time she casts or doth change her Feathers.’ — 
R. Holme’s Academy of Armory and Blazon ( Te^ms of Art used in Falconry y &c.), 
B. ii, cxi, p. 241. 

Ulr. What delight Lady Capulet takes in choice phrases i 

12. desperate tender] Johns. This means only boldy adventurous, as if he had 
said in vulgar phrase ; ‘ I will speak a bold word, and venture to promise you my 
daughter.’ \_Sing. Iluds. Hal, 

Steev. So in The Weakest goes to the Wall, 1600: * Witness this desperate tender 
of mine honour.’ \Sing. Hal. 

Del. Capulet uses ‘ desperate’ with affected modesty, as though it appeared even 
to himself excessively bold. 

Sta. I will make a confident offer or promise of my daughter’s love. 

23. We’ll keep] Mommsen. We should retain Well of Q^ instead of We'll in 
(Qx)Q 3» **'*^‘^ Capulet, who had appointed the coming Thursday for 

the wedding, asks his wife, ‘ Will you be ready ? do you like this haste?’ Whereat 
the Lady makes a gesture of horror at the supposition that she can so soon be ready 
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For, hark you, Tybalt being slain so late 

It may be thought we heM him carelessly, 25 

Being our kinsman, if we revel much : 

Therefore we'll have some half-a-dozen friends, 

And there an end. But what say you to Thursday? 

Par, My lord, I would that Thursday were to-morn^w. 

Cap, Well, get you gone : o' Thursday be it then. — 30 

Go you to Juliet ere you go to bed, 

Prepare her, wife, against this wedding-day. — 

Farewell, my lord. — Light to my chamber, ho ! 

Afore me, it is so very late, that we 34 

May call it early by and by : — Good nigTit. \^eunt. 


Scene V. yulict's chamber. 

Enter Romeo and Juliet. 

yul. Wilt thou be gone ? it is not yet near day : 


28. there"] therds Rowe, &c. 

29. My lord] Separate line, Ff. 

30. tf’] Capell. a QqPX on Pope. 

31. [To Lady Capulet. Rowe, &c. 
34> 35* A fore,,,. very late,... by] Ar- 
ranged as in Thcob. One line, Qq. 
Afore. ..so late. ..by One line, Ff, Rowe. 
Fore. ..so late. ..by Johns, (ending first 
line at call). Noiv^ afore. ..very late. ..by 
Capell (ending first line at late). Afore... 
very., very late... .by (QJ Dyce (ed. i), 
Cham. Cam hr. (ending first line at late). 

Afore fue,] Afore me! Coll. Ulr. 
Del. Sing. (cd. 2), White, Ktly. 
it w] Uis Dyce (ed. 2). 

35. Good night] Separate line, Qq 
Ff, Rowe, Pope, Han. Capell, Dyce 


(ed. i), Cham. Cambr. 

Scene v.] Rowe. Scene vii. Pope^ 
Act IV. Scene 1. Capell. 

Juliet’s chamber.] Steev. The Garden, 
Rowe. ...looking to the Garden. Theob, 
Anti-room of.... Capell. Loggia to..., 
Knt. Verp. An open Gallery to.... over- 
looking the Orchard. Dyce. Juliet’s 
Bedchamber; a window open upon the 
Balcony. White. Capulet’s Orchard. 
Cambr. 

Enter...] Steev. Enter... aloft. QqFf, 
Ulr. Enter... above, at a Window; a 
Ladder of Ropes set. Rowe, &c. Ro- 
meo and Juliet discovered. White. 
....above, at the window. Cambr. 

I. it..,day:] om. F^F^P*^, Rowe. 


with all the preparations for the wedding feast, and then Capulet continues, * Well^ 
keep no great ado,’ &c. The following lines to And there an end are addressed to 
his wife ; then he turns to Paris with, ‘ But what say you to Thursday ?’ It was 
easier to corrupt well, keep (the more peculiar expression) into we*ll keep, than the 
reverse. 

34, 35* Afore . . , night] Dyce (ed. i). The arrangement of Theobald’s [fol- 
lowed by Dyce himself in (ed. 2)] is evidently against the author’s intention; and 
compare the close of the preceding scene. 

Enter Romeo] Mal. They appeared, probably, in the balcony, erected on the 
old English stage. \^Sing, Duds, 
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It was the nightingale, and not the lark, 

That pierced the fearful hollow of thine ear ; 

Nightly she sings on yon pomegranate tree : 

4 * yon\ (Qj) Warb, yond QqFf, Sing. (ed. 2), Cambr. yond"* Huds. Ktly. 


Knt. To understand these directions we must refer to the construction of the old 
theatres. * Towards the rear of the stage,* says Malone, * there appears to have 
been a balcony or upper stage, the platform of which was probably eight or nine feet 
from the ground. I suppose it was supported by pillars. Hence, in many of our 
old plays, part of the dialogue was spoken, and, in front of it, curtains likewise were 
hung, so as occasionally to conceal the persons in it from the audience. At each 
side of this balcony was a box very inconveniently situated, sometimes called the 
private box. In these boxes, which were at a lower price, some persons sate, either 
from economy or singularity.* The balcony probably served a variety of purposes. 
Malone says, ‘ When the citizens of Angiers are to appear on the walls of their 
town, and young Arthur to leap from the battlements, I suppose our ancestors were 
contented with seeing them in the balcony already described, or perhaps a few 
boards tacked together and painted so as to resemble the rude discolored walls of 
an old town, behind which a platform might have been placed near the top, on 
which the citizens stood.* It appears to us probable that even in these cases the 
balcony served for the platform, and that a few painted boards in front supplied the 
illusion of wall and tower. There was still another use of the balcony. Accord- 
ing to Malone, when a play was exhibited within a play, as in Hamlet, the court, or 
audience, before whom the interlude was performed, sate in the balcony, [//c/.] 
We prefix a representation of the old stage with its balcony engraved in the title- 
page to Alabaster’s Latin Tragedy of Roxana, 1632. 

Verplanck. The scene in the Poet’s eye was doubtless the large and massy pro- 
jecting balcony before one or more windows, common in Italian palaces and not 
unfrequent in Gothic civil architecture. The loggia^ an open gallery, or high ter- 
race, communicating with the upper apartments of a palace, is a common feature of 
Palladian architecture, and would also be well adapted to such a scene. 

White. The place meant is plainly the very same in which Romeo suq^rises 
Juliet confessing to herself her love for him ; but in this edition the stage-directions 
have been conformed to the poet’s imagination of the scene. 

4. Nightly] Steev. This is not merely a poetical supposition. It is said of the 
nightingale that, if undisturbed, she sits and sings upon the same tree for many 
weeks together. [Singer adds : As almost all birds sing only during the period of 
incubation, this may be accounted for; the male bird sings near where the female 
is sitting.] What Eustathius, however, has observed relative to a fig-tree mentioned 
by Homer in his 12th Odyssey, may be applied to the passage before us: ‘These 
particularities, which seem of no consequence, have a very good effect in poetry, as 
they give the relation an air of truth and probability. For what can induce a poet 
to mention such a tree if the tree were not there in reality ?’ [Sta. 

Knt. In the description of the garden in Chaucer’s translation of the ‘ Romaunt 
of the Rose,* the pomegranate is first mentioned amongst the fruit-trees. The 
‘orchard of pomegranates with pleasant fruits* was one of the beautiful objects de- 
scribed by Solomon in his Canticles. Amongst the fruit-bearing trees, the pome- 
granate is in some respects the most beautiful ; and therefore, in the south of Europe 
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Believe me, love, it was the nightingale. 5 

Rom. It was the lark, .he herald of the niorn. 

No nightingale : look, love, what envious s'-reak.- 
Do lace the severing clouds in yonder east : 

Night’s candles are burnt out, and jocund day 

6 . 


and in the East, it has become the chief ornament of the garden. But where did 
Sh. find that the nightingale haunted the pomegranate tre“, pouring forth her song 
from the same bough week after week ? Doubtless in some of the old travels with 
which he was familiar. Chaucc- puts his nightingale * in a fresh green laurel tree 
but the preference of the nightingale for the pomegranate is unquestionable. ‘ The 
nightingale sings from the pomegranate groves in the day time,’ says Russel in his 
account of Aleppo. A friend, whose observations as a traveller are as acute as his 
descriptions are graphic and forcible, infonns us that throughout his journeys in the 
East he never heard such a choir of nightingales as in a row of pomegranate trees 
that skirt the road from Smyrna to Boudjia. In the truth of details such as these 
the genius of Sh. is as much exhibited as in his wonderful powers of generalization. 
[Huds. Sta. 

6. the lark] Knt. Sh.’s power t " describing natural objects is unequalled in this 
beautiful scene, which, as we think, was amongst his very early productions. The 
Venus and Adonis, published in 1593, is also full of this power. Compare the fol- 
lowing passage with the description of morning in the scene before us : 

* Lo I here the gentle lark, weary of rest, 

From his moist cabinet mounts up on high, 

And wakes the morning, from whose silver breast 
The sun ariseth in his majesty ; 

Who doth the world so gloriously behold 

That cedar-tops and hills seem burnish’d gold.* \H'uds» 

9. Night’s candles are] Blakeway. Thus Sophocles : 

— — aKpai in/KToc, rivix «<r»-«pot 
Aafirrrrjpei oukcV ^ 9 ov. — Ajax, 285. [Sinj;'. 

Sta. [thus translates] : ‘At dead of night, What time the evening tapers had ex- 
pired.’ But Sh. certainly meant the stars, while Sophocles seems only to have 
thought of the less poetical lamps of earth. 

Jeffrey (Edin. Rev., Aug. 1817). If the advocates for the grand style object to 
tliis expression, we shall not stop to defend it; but to us it seems equally beautiful, 
as it is obvious and natural, to a person coming out of a lighted chamber into the 
pale dawn. The word candle, we admit, is rather homely in modern language, 
while lamp is sufficiently dignified for poetry. The moon hangs her silver lamp on 
high in every school-boy’s copy of verses ; and she could not be called the candle 
of heaven without manifest absurdity. Su-li are the caprices of usage. Yet we 
like the passage before us much better as it is than if the candles were changed into 
lamps. If we should read, ‘ The lamps of heaven are quenched,’ or ‘ wax dim,’ the 
whole charm of the expi sssion would be lost — our fancies would no longer be re- 
called to the privacy of .hat dim-lighted chamber which the lovers were so reluc- 
tantly leaving. 
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Stands tiptoe on the misty mountain tops : 10 

I must be gone and live, or stay and die. 

JuL Yon light is not day-light, I know it, I : 

It is some meteor that the sun exhales, 

To be to thee this night a torch-bearer, 

And light thee on thy way to Mantua : 1 5 

Therefore stay yet, thou need’st not to be gone. 

Ro7n. Let me be ta’en, let me be put to death ; 

I am content, so thou wilt have it so. 
ril say yon grey is not the morning’s eye, 

'Tis but the pale reflex of Cynthia’s brow ; 20 


10. mountain\ mountaines Q3Q4F, 
Qj. mountaines top Eng. Par.* moun- 
tain! Tlieob. Warb. Johns. Capell, Knt. 
mountain-tops Ktly. 

12. Von] Yond QqF,F,F3, 

Sing. (ed. 2), Cambr. Yond^ Huds. 
Ktly. 

iV, /] it well Pope, &c. it Johns, 
om. Corn. 

13. sun’l fen or fens Anon, conj.* 


16. Therefore....goneJ] Then stay a 
whiles thou shalt not go so soon Pope, &c. 
from (Qj). 

stay yet,'\ QqF^F^F^. stay yet; 
Coll. Ulr. Del. Huds.White, Cambr. stay 
yet F^. stay^ yet Rowe, stay^ — yet Dyce, 
need* St not to be'\ needest not bo 


20. brow'\ bow Coll. (ed. 2) (MS.), 
Sing. (MS.), Ulr. Huds. 


14. torch-bearer] Todd. Compare Sidney’s Arcadia (ed. 13) p. 109; ‘The 
moon^ then full (not thinking scorn to be a torch-bearer to such beauty), guided her 
steps.* And Sir J. Davies’s Orchestra, 1596, st. vii, of the sun: ‘When the great 
torch-hiarer of heaven was gone Downe in a maske unto the Ocean’s court.’ And 
Drayton’s Eng. Heroic. Epist., p. 221, where the moon is described with the stars; 
* Attending on her as her torch-bearers I 

17. Let me be ta’en] Sing, quotes Boswell that this speech is better in Q^. 

20. Cynthia’s brow] Coll. Notes and Emend.*"], Cynthia’s ‘brow’ would 
not occasion a ‘ pale reflex,’ and by the omission of one letter the light is at one# 
cleared, — ‘ Cynthia’s bowl 

Sing. {*Sh. Vindicated*). The (MS.) correction is quite unexceptionable, as an 
easy amendment of an evident misprint. 

Ulr. Collier’s (MS.) correction recommends itself for this reason, that the reflex 
of Cynthia’s ‘ bow* properly refers only to the setting moon (Diana, who turns hex 
back upon the lovers), whereas the reflex of Cynthia’s ‘brow’ or ‘eye’ would indi 
cate that the moon was just rising. 

Sing. (ed. 2). The r is deleted in my F,. 

Sta. The (MS.) substitution of bow is a very happy conjecture, and one which Cer- 
tainly affords a better reading than the old text. It must be remembered, however, 
that brow is the word in all the ancient copies, and that Sh. has allowed himself 
great latitude in the use of it in other places. In Othello we meet with the * brow 
of the sea,’ and in King John with the ‘ brow of night.’ [Dyce (ed. 2). 

Dyce (ed. l). *Brow* suits the context {^eye*) better than ‘ bow.’ 

Coll. (ed. 2). Such a confirmation [the erasure of the r in Singer’s FJ, sup- 
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Nor that is not the lark, who-e notes do beat 
The vanity heaven so high above our heads : 

I have more care to stay than will to go : 

Come, death, and welcome! Juliet wills it so. 

How is’t, my soul ? let’s talk, it is not day. 25 

JuL It is, it is : hie hence, be go ic, away! 

It is the lark that sings so out of tune. 

Straining harsh discords and unpleasing sharps. 

Some say the lark makes sweet division ; 

This doth not so, for she divideth us : 30 

Some say the lark and loathed toad change eyes ; 

22. heaven\ Heavens Rowe. talk^ talke Q^Q^. talk / Camp, 

23. care....will'\ will. ...car* Johns. Corn, talk^- - Viyc^. talk : Q^xs^x. 

conj. 31. V Rowe (ed. 2)*, 

25. How. .. .soul ?'\ IVhat says my Sing. Huds. Dyce (ed. 2), Ktly. (M. 
love? (Qj) Pope, Han. Mason and S. Walker conj.). 

posing (as we conclude was the case, though Singer says nothing on the point) that 
the erasure was made near the time of the publication of F^, is valuable. 

Dyce. {^Strictures' &c., 1859, p. 165). I really cannot see any objection to the 
expression 'brow' — meaning, not as Collier explains it, * eye-brow,* but ‘forehead* 
(in I, iii, 39, ‘ broke her bro 7 v'). Surely it is no more exceptionable than ‘ Pheebus* 
front' — i.e.^ forehead — in Lear II, ii, 114. 

Clarke. ‘Cynthia’ is one of the names of Diana (from Mount Cynthus, where 
she was born), and she is classically represented with a crescent moon upon her fore- 
head. It is the pale reflection of this ornament of Luna’s, or Cynthia’s, brow, there- 
fore, that is here beautifully alluded to. 

Dyce (ed. 2). I' Bow'’] may be right. 

29. division] Nares. To make divisions in music is to run a simple strain into 
a great variety of shorter notes to the same modulation. \^Dyce. 

SiNC. A division^ in music, is a variation of melody upon some given funda 
mental harmony. See I Hen. TV : III, i, 210 : ‘ Sung by a fair queen in a sum- 
mer’s bower, With ravishing division to her lute.’ This verse, Stephen Weston 

observes, might serve for a translation of a line in Horace ; ‘ grataque feminis 

Imbelli cithara carmina divides.' [Huds. 

Knt. a number of quick notes sung to one syllable ; a kind of warbling, which 
prevailed in vocal music till rather recently. [ Verp.'\ Handel, governed by custom 
rather than by his own better taste, introduces divisions into many of his airs and 
choruses. [//«/.] Steevens, in his note on this word, mistakes the meaning 
entirely. 

Sta. It is what we now term variation ; where, instead of one note, two, three 
01 more notes are sung to one syllable or to one chord. [ White^ subs. 

31. loathed toad] Heath. If the toad and lark hid changed voices, the 
unnatural croak of the latter would have been no sign of the appearance of day, and 
consequently no signal for her lover’s departure. Co 7 'n. Verp. Huds. Cham. 

Sta. 

Warb. The toad^ having very fine eyes, and the lark very ugly ones, was the 
17 N 
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O, now I would they had changed voices too ! 

Since arm from arm that voice doth us affray, 

Hunting thee Jience with hunts-up to the day. 

32. would they had’\ wot they have 33, 34. om. Pope, &c. (Johns.). 

Han. Waib. 34. hence'] up Johns. 


occasion of a common saying amongst the people, that the toad and lark had 
changed eyes, [•S'zw^. Verp, Huds. Sta. Dyce^ Cham. Hal, 

Johns. This tradition of the toad and the lark I have heard expressed in a rustic 
“hyme: ‘To heav’n I’d fly, But that the toad beguil’d me of mine eye.* [Sing, 
Com, Verp. Hal. 

34. hunts-up] Steev. The tune anciently played to wake and collect the 
hunters. In Drayton’s Polyolbion, Song 13th: ‘But hunts-up to the mom the 
feather’d sylvans sing.’ \_Sing. Huds. VVhite^ Clarke. 

Ritson. Puttenham, in his Art of English Poesy, 1589, speaking of one Gray, 
says : ‘ What good estimation did he grow into with King Henry [the Eighth] . , . 
for making certaine merry ballads, whereof one chiefly was *The Hunte is up^ the 
Hunte is upl \_Sing. Knt. Huds. 

Mal. It also signified a morning song to a new-married woman, the day after her 
marriage, and is certainly used here in that sense. See Cotgrave’s Diet., s. v. 
Resveil. [Sing. Huds. Clarke. 

Douce. It is not improbable that the following was the identical song composed 
by the person cf the name of Gray mentioned in Ritson’s note. . It occurs in a col- 
lection entitled Huntings hawkings &c. There was likewise a country-dance with a 
similar title. 

* Cho f “1^* 

1 Sing merrily wee, the hunt is up ; 

The birds they sing, The Deare they fling. 

Hey, nony, nony-no ; 

The hounds they crye. The hunters flye, 

Hey trolilo, trolohlo. 

The hunt is up,’ ut supra. 

[Knight gives one stanza which he thinks ‘ will satisfy his readers.* So thinks 
the present Editor also.] 

Sing. So in Drayton’s Third Eclogue : ‘ Time plays the hunts-up to thy sleepy 
head.* [Clarke. 

Coll. It wiis also used for any morning song. See Chappell’s ‘ National English 
Airs,* vol. ii, p. 147, where all that is known on the subject is collected. * The 
hunt is up,’ an expression of the chase, as appears by the following from A. Mun- 
day’s ‘ Two Italian Gentlemen,’ printed about 1584 : * The hunt is up. And fooles be 
fledgde before the perfect day.* [ Verp. 

Sta. ‘ Any song intended to arouse in the morning, — even a love-song, — was foi - 
merly called a hunt^s-up; and the name was, of course, derived from a tune or s^g 
employed by ea»*ly hunters. Butler, in his Principles of Mtisik, 1636, defines a 
kunt's-up as “morning music;” and Cotgrave defines “Resveil” as a hunt’s-up, or 
Morning Songy for a new-married wife.* See W. Chappell, Popular Music of the 
Olden Time, &c. 

The following song, which is taken from a manuscript in Mr. Collier’s possession, 
is of the character of a love-song : 
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O, now be gone ; more light and light it grows. 35 

Rom. More light and light ? — More dark and dark our woes ! 


Enter Nurse. 

Nurse. Madam ! 
yul. Nurse? 

Nurse. Your lady mother is coming to your chamber : 39 


35* Fj. it light 

F,F F^. 

3?. light ? — More'\ Thcob. lights 
more QfiFf, Rowe, lights — mere Dyce. 
light! more Sta. Ktly, light: more 
(/ambr. 


Ente^*...] Rowe. Enter Madame and 
Nurse. QqF^. ...to the d-^ or. Capell. 
...to the chamber. Cambr. 

38. Nurse Theob. Nurse. QqFf, 
Coll. Ulr. Dei. Fluds. Sta. White, Hal. 
Ktly. 


THE NEW HUNT’S'UP. 


' The hunt is up, the hunt is up. 

Awake, iny lady free ; 

The sun has risen, from out his prison, 
Beneath the glistering sea. 

* The hunt is up, the hunt is up. 

Awake, my lady bright ; 

Th** morning lark is high to mark 
The coming of day-light, 

• ••*•• 


‘ The hunt is up, the hunt is up, 

Awake, my lady dear ; 

A mom in spring is the sweetest thing 
Cometh in all the year. 

* The hunt is up, the hunt is up. 

Awake, my lady sweet ; 

I come to thy bower, at this lov'd hour. 
My own true love to greet.* 


Halliwell. The hunts-up was a tune played on the horn, under the windows of 
sportsmen, very early in the morning. Hence the term was applied to any noise of 
an awakening or alarming nature. ‘A hunt is up or musike plaid under one*s 
window in a morning.’ — Florio, p. 304. ^Resveil^ a hunts-up, or morning song for 
a new-married wife the day after the marriage.’ — Cotgrave. *IIunsupy a clamour, a 
turbulent outcry.’ — Craven Gl. Mr. W. H. Black discovered a document in the 
Rolls-house, from which it appeared that a song of the IlunVs up was known as 
early as 1536, when information was sent to the council against one John Hogon, 
who, * with a crowd or a fyddyll,’ sung a song, with some political allusions, to that 
tune. Some of the words are given in the information ; 


‘The hunt is up, the hunt is up, &c. 

7'he Masters of Arte and Doctours of Dyvynyte 
Have brought this realme ought of good unyt6. 

Thre nobyll men have take this to stay. 

My Lords of Norff. Lorde of Surrey, 

And my Lorde of Shrewsbyrry ; 

The Duke of SufF. myght have made Inglond mery.* 

The words were taken down from recitation, and are not given as verse. See Col- 
lieifs Shakespeare, Introd., p. 288. 

‘Maurus last mom at’s mistress window plaid 
An hunt’s up on his lute ; but she (its said) 

Threw stones at him ; so he, like Orpheus, there 

Made stones come flying his sweet notes to heare .* — Wifs BetSam. i6iy. 

36. Enter Nurse.] Coll. This part of the play, in (Q,), reads exactly as if it 
had been hastily made up from imperfect notes, and not printed from any authentic 
copy. Our text, here as els :where, is generally that of Q,. 




196 


ROMEO AND JULIET. 


[act. Ill* sc. V. 

\ExiU 


The day is broke ; be wary, look about. 

Jul. Then, window, let day in, and let life out. 

Rom. Farewell, farewell ! one kiss, and Til descend. 

[Romeo descends. 

Jul. Art thou gone so ? my lord, my love, my friend ! 

I must hear from thee every day in the hour, 

For in a minute there are many days : 45 

O, by this count I shall be much in years 
Ere I again behold my Romeo! 

Rom. Farewell 1 I will omit no opportunity 


40. [Exit.] om. QqFf. 

41. [op’ning it.] Capell. They go 
upon the Balcony. White. 

42. Rom. FareTvelL..de 5 cend'\ Trans- 
ferred to follow line 35 by Pope. 

[Romeo descends.] Theob. om. 
QqFf. Kisses her, and goes out of it. 
Capell. lie goes down. Ulr. Descends. 
Dyce, Cambr. He begins to descend. 
Coll. (ed. 2). 

43. niy,.,frief2d~\ (Q,) Bos. Dyce, 
Cambr. Ktly. love, Lord, ay husband, 
friend QqF^, Knt. Corn. Coll, et cet. 


Love, Lord ah Husband, Friend F^^Fj 
F^, Rowe, &c. Capell. my love! my 
lord f my friend Mai. Steev. Har. Sing, 
(ed. i), Camp. Haz. Clarke, love, lord! 
my husband, friend White conj. 

44. day in the hour‘\ hour in the day 
Coll. (ed. 2) (MS.) 

in the'\ V the Capell, Var. Knt, 
Sing. Ktly. 

[Romeo comes down by the Ladder 
into the Garden. Rowe. 

48. Fiire 7 vell'] Separate line in Qq 
Ff, Rowe, Dyce, Cambr. 


43. my lord, my love, my friend] Dyce (ed. i). I have preferred the reading 
of (Q,) because 1 have great doubts if the * ay’ is to be understood as equivalent to 
*yes^ (the usual old spelling of it in that sense being ‘/’). The editor of F^^ altered 
it to * all for which perhaps it was intended. 

White. Perhaps ‘ af is a misprint for ‘ my.’ The reading of (Q,) has the advan- 
tage of ridding the line of the awkward and unpoetic word ‘husband,’ which is in 
no sense, except legally, a counterpart to ‘ wife.’ But in the word ‘ friend’ there was 
not that anticlimax in Sh.’s time that there is now. * Friend’ was then used to 
express the dearest possible relation, even between the sexes. It frequently occurs 
in that sense in the poem Romeus and Juliet ; and in the very passage which is 
here dramatized, Jrdiet, in her distress that Romeo will neither remain with her, nor 
let her go with him, exclaims (and Sh. seems to have remembered it) : 

* For whom am I becomme unto myself a foe, 

Disdayneth me, his steadfast /rend, and skornes my /rendshiy so. 

Nay, Romeus, nay, &c. 

• •••••• 

‘ Then Romeus in armes his lady gan to folde, 

With /rendly kisse, and ruthfully she gan her knight beholde. 

With solemne othe they both their sorrowful leave do take ; 

They sweare no stormy troubles shall their steady frendship shake.* 

46. by this count] Steev. ‘ Certd ego, quoe fueram, te discedente, puella, Pro- 
tinus ut redeas, facta videbor anus.’ — Ovid, Epist. [^Heri], i, [115-16]. [^Sing. 

48. Farewell] S. Walker (‘ Vers.,* p. 268). An exclamation, a form of address, 
or other word, or short phrase, detached in point of construction from the sentence 
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That may convey my greetings, love, to thee. 

Jul. O, think’st thou ve shall ev’er meet again ? $0 

Rom. I doubt it not; and all these woos shaU serve 
For sweet discourses in our time to come. 

Jul. O God ! I have an ill-divining soul. 

Methinks I see thee, now thou art t jIow, 

As one dead in the bottom of a tomb : 55 

Either my eyesight fails or thou look*st pale. 

Rom. And trust me, love, in my eye so do you : 


52. our time] our times Q^, Capcll. 

53. Jul.] Ro. Q^Q,. 

54. thee^ now] Pope, thee no 7 v, Q, 

Rowe, thee now Q^. 
below] (Qj) Pope, so lowe QqFf, 


Capell, Knt. Corn. Coll. Ulr. Del. Huds. 
Sta. White, Hal. 

55. [Roiaeo descends. Pope. 

57. my] mine Rowe (ed. 2)*, 8 cc. 
eye] eyes Ed. conj. 


which it introduces, is frequently placed by itself, apart from the following line. I 
know not v/hether the collocation of elev^ &c., extra metrum, in the Greek 
tragedians, can be considered aa analogous case. 

53. ill-divining soul] Steev. This miserable prescience of futurity I have 
always regarded as a circumsfance particularly beautiful. The same kind of warning 
from the mind, Romeo seems to have been conscious of, on his going to the enter- 
tainment at the house of Capulet. [6//?^. Huds. Sta. 

Mal. So in Venus and Adonis : 

* The thought of it doth make my faint heart bleed ; 

And fear doth teach it divination ; 

7 prophesy iky death.' [Knt. 

Knt. Coleridge has some remarks upon Richard II : II, ii, lo, which we may 
properly quote here ; ‘ Mark in this scene Sh.’s gentleness in touching the tender 
superstitions, the terra incognita of presentiments, in the human mind ; and how 
sharp a line of distinction he commonly draws between these obscure forecastings 
of general experience in each individual, and the vulgar errors of mere tradition. 
Indeed, it may be taken once for all as the truth that Sh., in the absolute universality 
of his genius, always reverences whatever arises out of our moral nature. He never 
profanes his muse with a contemptuous reasoning away of the genuine and general, 
however unaccountable, feelings of mankind.* — ^Lit. Rem.^ vol. ii, p. 174. Sh. has 
exhibited the feeling under three different aspects in this play. When Romeo utters 
his presentiment before going to the masquerade, he is under the influence of his 
habitual melancholy, — the sentiment of unrequited love, which colours all his 
imagination with a gloomy foreshadowing of coming events. In the passage before 
us, when Juliet sees her husband ‘ As one dead in the bottom of a tomb,’ we have 
* the fear* which doth * teach’ her heart ‘ divination.* But Romeo in Act V has a 
presentiment directly contrary to the approaching catastrophe; and this arises out of 
his ‘ unaccustomed* animal spirits. All these states of mind are common to the 
imagination deeply stirred by passionate emotions. Nothing in all Sh.’s philosophy 
appears to us finer than the deceiving nature of Romeo’s presages in the last Act as 
compared with 'Jhe true-divining fears of Juliet. 

17 * 
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Dry sorrow drinks our blood. Adieu, adieu ! 

JuL O fortune, fortune ! all men call thee fickle ; 

If thou art fickle, what dost thou with him 
That is renown’d for faith ? Be fickle, fortune ; 

For then, I hope, thou wilt not keep him long, 

But send him back. 

La, Cap, \Withi}{\ Ho, daughter! are you up? 

Jul, Who is’t that calls ? is it my lady mother ? 

Is she not down so late, or up so early ? 

What unaccustom’d cause procures her hither ? 

Enter Lady Capulet. 

La. Cap, Why, how now, Juliet! 
yul. Madam, I am not well. 

La. Cap. Evermore weeping for your cousin’s death ? 

What, wilt thou wash him from his grave with tears ? 

An if thou couldst, thou couldst not make him live ; 70 

Therefore have done : some grief shows much of love, 

But much of grief shows sdli seme wantW wit. 

58. [Exit.] Exit below. Dyce. 66. procures] provokes Han. 

^ 59. ScEjjE VI. Juliet’s Chamber. Returns to her chamber. White. 

Enter Juliet. Rowe. Scene viil. Pope. Enter Lady Capulet.] Capell. Enter 
61. renown' d] renowtnd Q^Q^. re- Mother. QqFf (in line 63). 

ntrwm'd Q^. 67. I am] Pm Pope, Han. Dyce 

63. La Cap. [within]] L. C. [within. (ed. 2). 

Capell. La. or Lad. QqFf. 70. An] Theob. And QqFf. 

64. is it] Ff. it is Qq, Cambr. cottldst... couldst] wouldst...couldst 

Momm. Coll. (MS.) 

65. Is. ..early?] om. Pope, &c. 

58. Dry sorrow] Clarke. The belief that grieving exhausts the blood and 
impairs the health is more than once alluded to by Sh. See Mid. N.’s D., Ill, ii, 97. 

66. Enter Lady Capulet] Mrs. Jameson. In the dialogue between Juliet and 
her parents, and in the scenes with the Nuree, we seem to have before us the whole 
of her previous education and habits ; we see her, on the one hand, kept in severe 
subjection by her austere parents, and, on the other, fondled and spoiled by a foolish 
old nurse — a situation perfectly accordant with the manners of the time. Then 
Lady Capulet comes sweeping by, with her train of velvet, her black hood, her fan 
and rosary — the very beau-ideal of a proud Italian matron of the fifteenth century, 
whose offer to poison Romeo, in revenge for the death of Tybalt, stamps her with 
one very characteristic trait of the age and the country. Yet she loves her daugh- 
ter, and there is a touch of remorseful tenderness in her lamentations over her which 
adds to our impression of the timid softness of Juliet and the harsh subjection in 
which she has been kept. [ Verp. 

66. procures] Ware. Procures for brings. \^Sing. 

72. want of wit] Ulr. It is thoroughly in keeping with Lady Capulet’s heart* 


60 
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JuL Yet let me weep for such a feelih^ loss. 

La. Cap. So shall you feel the loss, but not the friend 
Which you weep for. 

Jul. Feelinj^ so the loss, 75 

I cannot choose but ever weep the friend. 

La. Cap. Well, girl, thou wecp'st not so mvch for his death 
As that the villain lives which slaughter'd him. 

Jul. What villain, madam ? 

La. Cap. That same villain, Romeo. 

Jul. Villain and he l e many miles asunder. 80 

God pardon him ! I do, with all my heart ; 


75. weep\ do weep Theob., &c. Ca- 
pell, Ktly. 

Feeling] In or But feeling 
Mommsen conj. 

79. same] om. Han. 

80. Jul.] Jul. [Aside] Han. Johns. 


Ulr. Dyce (cd. 2), Cambr. 

^e] are (Q,) Pope, &c. Capeil, 
Var. Coll. Sing. Ulr. Del. Huds. White, 
Hal. 

asunder I] asunder I Ktly. 

81. him] om. Q^Q^F^. 


less character and artificial nature that she should consider deep feeling an indica- 
tion of want of wit. 

75. Feeling] Mommsen. Suppose Sh. has for once committed a metrical error 
{bonus dormilat liomerus)^ what harm is there if a critic correct the same ? Which 
shows a higher estimate of Sh., and of the nature of poetic forms in general, 
the critic who corrects here and there an error which Sh. himself perhaps over- 
looked, or he who attributes to the poet many hundreds of halting verses ? I think 
the latter shows more reverence for the Printing Offices of the i6th and 17th centu- 
ries than for the art of the great poet. This respect for the printers is as false as it 
is convenient. 

80. asunder] Ktly. I have placed a (!) at the end of this line; for Juliet is 
evidently speaking here in the ambiguous manner of her subsequent speeches. She 
means an indicative, but wishes her mother to understand her in the ojDtative mood. 
The editors of the last century, not understanding this, have, without any authority, 
changed ‘ be’ to are. I should be inclined to make an Aside of ‘ I do with all my 
heart,’ as she pretends to plan his death. 

80. he be] Mommsen. Be in consonance with he is very frequent in Sh. instead 
of are. 

81-103. God .... girl] Camur. Instead of this passage. Pope, printing, as 
says, * more agreeably to the first edition,’ gave as follows ; * 

*‘La, Cap. Content thee girl. If I could find a man, 

I soon would send to Mantua where he is. 

And give him such an unaccustom’d dram 
That he should soon keep Tybalt company. 

Jul. Find you the means, and I’ll find such a man, 

For while he lives, niy heart shall ne’er be light 
’Till I behold him — dead—is my poor heart, 

Thus for a kinsman vext ? 

La. Cap. Well, let that pass. 

I come to bring thee joyful tidings, girl* 
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And yet no man like he doth grieve my heart. 

La, Cap. That is because the traitor murderer lives. 

Jul. Ay, madam, from the reach of these my hands : 

Would none but I might venge my cousin’s death ! 8$ 

La. Cap, We will have vengeance for it, fear thou not : 

Then weep no more. I’ll send to one in Mantua, 

Where that same banish’d runagate doth live, 

Shall give him such an unaccustom’d dram 

83. murderer] Q^. om. Q^Q^FfQ^. Capcll. Var. Knt. Del. Ktly. 

85. Would] ^ Would Warb. Johns. 89. Shall...dram] That shall lestovb 

In this arbitrary change he is followed, as usual, by Hanmer, except that the latter 
puts a full stop at ‘vext.’ 

84. Ay, madam] Johns. Juliet’s equivocations are rather too artful for a mind 

disturbed by the loss of a new lover. Clarke, 

Clarke. It appears to us that, on the contrary, the evasions of speech here used 
by the young girl-wife arc precisely those that a mind, suddenly and sharply awakened 
from previous inactivity, by desperate love and grief, into self-conscious strength, 
would instinctively use. Especially are they exactly the sort of shifts and quibbles 
that a nature rendered timid by stinted intercourse with her kind, and by communion 
limited to the innocent confidences made by one of her age in the confessional, is 
prone to resort to, when first left to itself in difficulties of situation and abrupt 
encounter with life’s perplexities. The Italian-born-and-bred Juliet is made by our 
author to speak and act with wonderful truth to her southern self. The miracle is 
how he, who could draw the courageous and direct-hearted Helena, the noble- 
minded Portia, the transparent-souled Imogen, could so thoroughly divine and so 
naturally depict the manner in which the two Italian girl-wives, Juliet and Desde- 
mona, speak and act in accordance with their southern birth and breeding. Pie has 
drawn them exquisitely gentle, charming, winning, but he has given them the gen- 
tleness that blights into timidity, instead of the gentleness that blossoms into moral 
courage, and has shown how it brings fatal results. The wonder beyond this is, 
how, with all his faithful denotement of the underlying defect in their characters, he 
has yet contrived to make the more beautiful portions of their characters so ineffably 
lovely, so jnevailingly and saliently attractive. 

86. We will have vengeance] Hartley Coleridge {Essays' &c., vol. ii, 
p. 197). The perfect nonchalance with which this horrid proposition is uttered by a 
respectable matron proves how familiar were the minds and ears of our virtuous 
ancestors to deeds at which their demoralized posterity would thrill with horror. It 
might, however, be Sh.’s art to make the old Capulets unamiable, that our sympathy 
with Juliet might be the less distnacted by disapprobation of her disobedience. 
Capulet’s speech is about the worst that Sh. ever wrote. But for a model of parental 
rebuke and paternal despotism, I recommend the old gent’s behavior to his daughter 
throughout the scene. Sh. must have intended to show the vulgarity of rage ; and 
true it is, a man in a passion is never a gentleman — much less is a woman a lady. 
There may be noble anger, as in Brutus; but then it must be just, and not exceed 
the bounds of self-possessioi . Even Brutus forgets himself a little when irritated by 
the intrusion of the men. 




ACT III, SC. V.] 


ROMEO AND JULIET. 


201 


That he shall soon keep Tybalt compan> . go 

And then, I hope, thou wilt be sat'sfieJ. 

JuL Indeed, I never shall be satisfied 
With Romeo, till I behold him — dead — 

Is my poor heart so for a kinsman vex*d. 

Madam, if you could find out but a man 95 

To bear a poison, I would temper it, 

That Romeo should, upon receipt thereof, 

Soon sleep in quiet. O, how my heart abhors 
To hear him named, and cannot come to him, 

To wreak the love I bore my cousin lOO 

Upon his body that hath slaughter’d him ! 

La. Cap. Find thou the means, and I’ll find such a man. 

But now I’ll tell thee joyful tidings, girl. 

Jill. And joy comes well in such a needy time : 

What are they, I beseech your ladyship? 105 


on him so sure a draught Steev., 773, 
from (Qj) Var. (Corn.) 

93. him — dead — ] Pope. him. Dead 
QqFf. him — Dead Rowe. him. Dead — 
Knt. (cd. i). him: — Dead Sing. (ed. 
2). him — dead ; Ktly. 

94. Is. ...heart'] My poor heart is 
Ktly. 

vex'd.] vext? Pope, Johns. 

96. / would] I'd so Anon. (ap. 

Rann) conj. 

100. love] tender love Anon conj.* 


hore] ever bore Lettsom conj. 
bore unto Anon, conj.* 

cousin] QcjF,, Johns. Knt. Corn, 
Dyce (ed. i), White, Cambr, cozin^ 
Tybalt F^F^F^, Rowe, Capell, Var. et 
cet. slaughter'd cousin Theob. Warb. 
murder'd cousin Mai. conj, 

103. tidings] tiding Q^. 

104. needy] needful (Q^) Pope, &c. 
Capell, Var. Iluds. Sing. Dyce (ed. 2). 

105. / beseech] beseech Q^Q^F^. 


94. Is my poor heart] Ktly. By connecting this phrase with the preceding 
‘dead,’ it is manifest they [both Qq and folio — followed by all the edd.] did not 
understand the ambiguous language of Juliet. 

100. my cousin] Mal. The word omitted is probably an epithet to cousin; 
luch as, — my murdered cousin. \^Dyce, White. 

Sta. We rather agree with Malone, and doubt if Tybalt were the omitted word. 

104. a needy time] Walker [‘CnV.,* vol. ii, p. 80. This line is cited as one 
of the instances where awful^ dreadful, needful, and the like, are used in an active 
sense. He therefore cites (Q,)]. Middleton, W. of Solomon Paraphrased, Dyce, 
vol. V, p. 346 ; * Decaying things be needful of repair.* I have met with needful, 
in this sense, in Walter Scott. Perhaps he caught it from Sh. ; or is it a Scotticism ? 
Debates in the ‘ Free Presbyterian Assembly,* as reported in the Glasgow Constitu- 
tional of May 24, 1843; Dr. Buchanan says; * every unprejudiced mind 

would admit that, if a Church stood in need of advice, the Church of England at 
this time was eminently needful of it.* 

Lettsom [in a foot-note to the foregoing] . , . docs not rather mean beg- 
garly, poverty-stricken ? \^Dyce (ed. 2). 
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La. Cap. Well, well, thou hast a careful father, child; 

One who, to put thee from thy heaviness, 

Hath sorted out a sudden day of joy. 

That thou expect’st not, nor I look’d not for. 

Jiil. Madam, in happy time, v/hat day is that? 1 10 

La. Cap. Marry, my child, early next Thursday morn. 

The gallant, young, and noble gentleman. 

The County Paris, at Saint Peter’s Church, 

Shall happily make thee there a joyful bride. 

Jul. Now, by Saint Peter’s Church, and Peter too, 1 15 

He shall not make me there a joyful bride. 

I wonder at this haste ; that I must wed 
Ere he that should be husband comes to woo. 

I pray you, tell my lord and father, madam, 

I will not marry yet; and, when I do, I swear, 120 


109. expect"* st'\ Rowe (ed. 2)*. ex- 
pects QqFf. 

look'dl looke Fj^. 
no. that'] this Ff, Ulr. White. 

1 13. Coimty\ Count of Rowe (ed. 
2).* 


1 14. happily\ happly 

there'] om. Ff, Rowe, &c. Knt. 
Coll. Ulr. Del. White, Hal. 

1 18. should] viust 

%voo] woe FjFjjF^. 

120. I swear ^ om. Pope, &:c. 


no. in happy time] Johns. A la bonne hetire. This phrase was interjected 
when the hearer was not quite so well pleased as the speaker. [^Sing. Iluds. 

Sing. Bishop Lowth uses it in his Letter to Warbiirton, p. loi : * And niay I not 
hope then for the honour of your lordship’s animadversions ? In good time : when 
the candid examiner understands Latin a little better, and when your lordship has a 
competent knowledge of Hebrew.’ [^Clarke. 

113. The County Paris] Farmer. It is remarked that ‘Paris, though in one 
place called A'c;'/, is most commonly styled the Countie in this play. Sh. seems to 
have preferred, for some reason or other, the Italian Comte to our Count ; perhaps 
he took it from the old English novel, from which he is said to have taken his plot/ 
He certainly did so; Paris is there first a young Earle, and afterwards Counte, 

Countee, County, according to the unsettled orthography of the time. [//c/. 

Sing. County or countie was the usual term for an earl in Sh.’s time. [Sta.] 
Paris is in this play first styled a young earle. \^IIuds.] So Baret, * a countie, or an 
carle, comes, un comte,’ and * a couniie or earldome, comitatus.* 

120. I swear] Coll. Notes afid Emeti-dl], This is erased, perhaps, as not 
adding to the force of Juliet’s expression, hardly consistent with the delicacy of her 
character, and certainly destructive of the measure. 

Ulr. But her mother’s announcement has manifestly excited Juliet to the highest 
pitch, as is shown by the imprudent abruptness and obstinacy with which she op* 
poses the wishes of her parents, and which could only make bad worse. She con- 
stantly displays a temper as passionate and as easily enkindled as Romeo’s. In 
fuch a state of excitement words could easily escape her which she would not use 
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It shall be Romeo, whom you know I ha' e, 

Rather than Paris. Thei,e are news indeed i 
La. Cap. Here comes your father j ten him 3(. yourself. 
And see how he will take it at your hands. 


Enter Capulet a, i Nurse. 


Cap, When the sun sets, the air dotn drizzle dew; 125 


122. These. .. indeed l'\ Given to La. 

Cap. Coll. (ed. 2) (MS.) 

124. Enter....] Enter Capu'et, at a 
Distance ; Nurse following. Capell, after 


line 122. 

125. air'\ ay re Q^. aire Q^. ear h 
J^^we, Knt. Coll. Ulr. Del. 
lluds. Sta. Ktly. 


in calmer moods. Nay, they seem necessary in order to show her violent excite- 
ment and thereby explain her conduct. Moreover, it is not clear how these words 
should have crept into the text if they had not originally belonged there. 

122. These are news indeed] Coll. (ed. 2). The.se words indicate the sur- 
prise of Lady Capulet at the intelligence she has just heard, and they join on with 
the utmost exactness to what follows of her speech. Strange to say, the blunder of 
giving this exclamation to Juliet 1 ^ never, in modern times, been detected, but the 
matter is set right in the (MS.). The mistake, when pointed out, seems to correct 
itself. 

Huds. This change by Collier’s (MS.), though not necessary to the sense, seems 
well worthy of being considered. 

Dvce (‘6Vr/V//^/rj,’ &c., 1859). It .seems almost impossible that any one should 
read the passage, as it stands in the old copies, without perceiving that Juliet’s excla- 
mation has reference to what her mother has said a little before, * But now I’ll tell 
thee joyful tidini^s^ girl.’ 

125. the air doth drizzle dew] Mal. The reading of Q^^Q^Ff is philosophically 
true, and perhaps ought to be preferred. I suspected, when this note was written, 
that earth was the poet’s word, and a line in the Rape of Lucrece strongly supports 
that reading : ‘ But as the earth doth weef the sun bein^ set,* Huds, Sta. 

Hal. 

Steev. When our author in A Mid. Sum. N. D. .says; ‘And when she [the 
moon] weeps, weeps every little flower,’ he only means that every little flower is 
moistened with dew, as if with tears, and not that the flower itself drizzles dew. 
This passage sufliciently explains how the earth ^ in the quotation from the Rape of 
Lucrece, may be said to weep. [Sin^. Hal, 

Ritson. That Sh. thought it was the air and not the earth that drizzled dew, is 
evident from other passages. So in King John : ‘ Before the dew of evening fall* 
\Sing. 

Coll. (ed. i). Malone fully justifies ^ earth* (though he prints air) by the line 
from Sh.’s Lucrece. 

Huds. This is scientifically true ; poetically, it would seem better to read air in- 
stead of earth, 

Dyce. As to the passage from our author’s Lucrece^ Steevens showed long ago 
that it did not ‘justify’ (what, indeed, could?) such an utter absurdity as ‘ the EARTH 
DRIZZLING dew.’ 
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But for the sunset of my brother’s son 
It rains downright. 

How now ! a conduit, girl ? what, still in tears ? 

Evermore showering ? In one little body 

Thou counterfeit’ St a bark, a sea, a wind : 1 30 

For still thy eyes, which I may call the sea. 

Do ebb and flow with tears ; the bark thy body is, 

Sailing in this salt flood ; the winds, thy sighs ; 

Who, — raging with thy tears, and they with them, — 

Without a sudden calm will overset 135 

Thy tempest-tossed body. — How now, wife ! 

Have you deliver’d to her our decree ? 

La, Cap. Ay, sir ; but she will none, she gives you thanks. 

I would the fool were married to her grave ! 

Cap. Soft ! take me with you, take me with you, wife. 140 


127, 128. As in Q^Q^Ff. One line. 
The rest. 

129. showering? Jn....body\ Q^. 
tkowring in,...body? Q^QjFf, Rowe. 
showring: In...body ? Cl^. 

130. Thou counterfeit' st a] Q^. 
Thou countefaits. A Thou counter^ 
faits. A Q^. Thou counterfeits y a Q^. 
Thou counterfaits a Fj. Thou counter^ 


feits a Fg. Thy counterfeits a F^. Thy 
Counterfeit's a F^, Rowe. 

132. is] om. FgF^F^, Rowe, Han. 
134. IVho] Which Pope, &c. 

thy] the Ff, Rowe. 

138. Ayy sir] Sej arate line, Ff 
gives] give Q^, 

thanks.] thankes. Q^Q-. thanks ? 
F^. thankesy Q^F^F^^. thanksy F^. 


White. The absurd reading ‘ carlV is probably the result of a confusion produced 
by the old pronunciation of ‘ earth,* which has survived in New England. 

The variations in old Capulet's speech in (QJ seem not due to the manner in which 
that text was obtainei; and in that case are interesting because they show the 
manner in which Sh. worked over an idea. 

Ktly. To talk of the earth drizzling dew appears, no doubt, to be absurd ; but 
expressions as inco igruous occur in these plays, and we have in Lucrece, ‘ But 
as,* &c. 

Clarke. It must be b.^rne in mind that in each of these passages [cited by other 
edd. to sustain 'earth'] the earth is poetically represented as being wet with dew, 
rather than shedding dew ; whereas the expression ‘ drizzle,* in the text, denotes the 
dropping of dew in the same way that Sh. indicates it where he says, Before the dew 
of evening fall. — K. fohny II, i, 285. 

126. brother’s son] Clarke. Probably here used for ‘brother-in-law’s son,* as 
Lady Capulet says in the first scene of the present act, ‘ Tybalt, my cousin 1 Oh my 
brother's child /* 

128. a conduit] Mal. The same image occurs more than once in the old poem 
of Romeus and Juliet: ‘His sighes are stopt, and stopped are the conduits of his 
teares.’ - [Sing. Huds. 

140. take me with you] Huds. Let me understand you. [Sta. Clarke.] Like 
tbi Greek phrase, ‘ Let me go along with you.* 
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How ! will she none ? doth she not give Uo thanks ? 

Is she not proud ? doth she not count her blest. 

Unworthy as she is, that we have wrought 
So worthy a gentleman to be her bridegroom ? 

JiiL Not proud, you have, but thankful tha^ you have : 145 

Proud can I never be of what I hate ; 

But thankful even for hate that is meant love. 

Cap. How now ! how now, chop-logic ! What is this ? 

* Proud,’ and ‘ I thank you,* and ‘ I thank you not ;* 


141. IIow !"] How’/ Q^. xlow Q, 
Momm. IToWy Ff. 

144. bridegroom'\ Bride Q^, Momm. 

145. Two lines, Ff. 

146. hate"] have Ff. 

147. that is meant’] thaVs meant 
in Qj. 

148. Two lines, Ff, Rowe. om. (Q^) 
Pope, Il.an. 

JIo 7 v...n(nVt] Steev. (1793). 
noWf how nowy Q3Q4, Dyce, Clarke. 


HoWy kowy ho 7 uhoWy Q,. IIo 7 v nowf 
How now/ FfQg. HoWy how! howy 
how / Capell, Cambr, 

chop-hglc] Steev. (1793), from 
(Qj). chopt lodgick QaQ3Q4* chopt 
logicke or logick The rest, chop logick 
Theob. 

149, 150. </ thank. .. proud P] yet not 
proud y... And yety I thank yoUy Lettsom 
conj. 


Coleridge Rem.' vol. ii, p. 157). A noble scene! Don’t I see it with 

my own eyes ? — Yes ! but not with Juliet’s. And observe, in Capulet’s last speech in 
this scene, his mirtake, as if love’s causes were capable of being generalized, 
IHuds. 

141. how! ... none ?] Mommsen. This is one sentence, and equivalent to 
‘What do you mean by that, that she will none?’ which is much more characteristic 
of the violent Capulet than the tame and disjointed ‘ How ? Will she none ?* 

144. her bridegroom] Mommsen. has here the noteworthy reading Bride. 
I must leave it undecided whether or not this is also to be found elsewhere, but will 
call attention to the fact that bride is also in our language dialectic for bridegroomy 
although Grimm (l)t. Worterb, ii, p. 332) considers it as a transferring of the idea. 
It was also Middle High German. Compare Miiller Mhd, Worterb., p. 273 f, where 
a passage is cited from Gotfrit in reference to Christ as the spiritual Bridegroom : 
‘ Vil maniges rcinen hcrzen trftt, Vil maniger reinen megde brUt.* There is, in 
addition, the metrical reason that, in this play, supernumerary syllables \der kling- 
ende Ausgang] arc comparatively rare, and almost wholly confined to light final 
syllables. I therefore consider it better to disregard the sophistications of the com- 
positor of Qg. 

147. is meant love] Knt. That is, meant as love. 

148. chop-logic] Steev. This term, hitherto divided into two words, I have 
given as one, it being, as I learn from The XXIIII Orders of Knaves, bl. i, no 
date, a nickname ; *Choplogyk is he that whan his mayster rebuketh his servaunt for 
his defav^tes, he will gyve hym xx wordes for one, or elles he wyll bydde the 
deuylles pater noster in scylence.’ \_Bing. Huds. Sta. Clarke.] In The C9ntention 
betwyxte Churchyeard and Camell, &c., 1560, this word also occurs: * But you wyl 
choplogyck And be Bee-to-busse,’ &c. \IIal, 

18 
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And yet 'not proud :* mistress minion, you, 

Thank me no thankings, nor proud me no prouds, 

But fettle your fine joints 'gainst Thursday next, 

To go with Paris to Saint Peter’s Church, 

Or I will drag thee on a hurdle thither. 

Out, you green-sickness carrion ! out, you baggage ! 1 5 S 

You tallow-face ! 


150. om. Ff, Rowe, Pope, Ilan. Knt. 
Corn. 

proud i"] Q^Qg. proud Q^Q^. 
Mis/rossl why^ mistress I'heob. 
come^ mistress Anon. c6nj.* Mistercss 
Ktly. 

152. fettle'l (QJQqF,. \settle (Q^) 


ap. White and Dy ce (eel . 2 ) . ] settle F^^F^ 
F^, Rowe, &c. Capell, Var. Knt. (ed. i), 
Coll. Ulr. Del. Sing. Huds. Plal. 

155. greensickness'] Hyi)hen, F^. 

156. Vou] Out you Rowe. 
talloW‘face] Hyphen, F^. 


152. fettle] Nares. To go intently upon any business. Certainly an English word, 
being acknowledged by our old dictionary-makers. Phillips has * to fettle to, to go 
about, or enter upon a business.* Kersey, as usual, copies him. Coles has, ‘ to fettle^ 
te accingere ad aliquid, aggrediorl Of uncertain derivation, though it seems like a 
corruption of settle. It was, probably, always a familiar, undignified word, and still 
exists as a provincial term. Ray speaks of it as in common ure in the north, and 
defines it, * to set or go al out ai ything, to dress or prepare,’ The only old author 
hitherto quoted for it is Hall, Satires, B. iv, sat. 6 : ‘ But sells his team, and fettleth 
to the warre* [cited by Staunton, ICeiglitley], I can add Sylvester: ‘They to theii 
long hard journey fettling them. Leaving Samaria and Jerusalem.’ — Maiden'' s Blush 
[cited by Keighiley], Swift also used it in his Directions to Servants, See Todd.* 
In the Glossary to Tim Bobbin, we have fettle, explained as a sul:stantive by ‘ dress, 
case, condition,’ 

Sta. To fettle means to prepare, to make ready: ‘Wlien the sheriffe saw 
Little John bend his bow. He fettled him to be gone.* — Percy’s Reliques, i, 92, 
ed, 1767. The word does not occur again in our author, and, curiously enough, it 
has been overlooked in this passage by every editor from Rowe downwards. 

White. The misprint is so very easy, and both words are so well adapted to the 
passage, that there may be some doubt as to what Sh. wrote. But the weight of 
authority is in favor of ‘ fettle.’ 

Ktly. I cannot conceive why the editors all read settle for ^fettlel 

156. tallow-fece] Steev. Such was the indelicacy of the age of Sh. that 
authors were not conter.ted only to employ these terms of abuse in their own original 
performances, but even lelt no reluctance to introduce them in their versions of the 
most chaste and elegant of the Greek or Roman poets. Stanyhurst, the translator 
of Virgil, 1582, makes Dido call iEneas hedge-brat, cullion and tar-breech in the 
course of one speech. \^Huds,] Nay, in the Interlude of The Repentance of 
Mary Magdalene, 1567, Mary Magdalene says to one of her attendants: *Horeson, 

I beshrowe your heart, are you here ?’ \^Sing, 

Whitjp. It is intended, of course, that Capulet should be vituperative ; but the 
terms which he uses did not excite the disgust in Sh.’s time that they do now. ‘ Car- 
cass’ ard ‘carrion,’ and even kindred words that we do not now write or speak, 
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La. Cap. Fie, fie ! what, are you irad ^ 

Jul. Good father, I b seech you on my I.nees, 

Hear me with patience but to sneak a woid. 

Cap. Hang thee, young baggage ! disobeaicnt wretch ! 

I tell thee what : get thee to church o' Thu/s^ay, 160 

Or never after look me in the face : 

Speak not, rep V not, do not ansv. er me ; 

My fingers itch. — Wife, wc scarce thought us blest 
That God had lent us but this only child. 

But now I see this one is one too much 165 

And that we have a curse in having her : 

Out on her, hilding ! 

Nurse. God in heaven bless her ! — 


160, <?’] Tlieob. a QqFf. 

163. itch . — IVife^ Capell. itch: 

Wife, Qg. itch, wife, itch, 

wife: Ff, Rowe. 

164. lent\ sent (QJ Pope, &c 


(Corn.) Sing. IIucls. Wliite, Dyce (ed. 
2), Ktly. left Clarke conj. 

166. curse'\ cross White conj. from 

(Q.)- 


were then used without indecency. The ideas and things which they express are 
talked about and ever must be ; it is only the words that have degraded in process 
of time. This is the general tendency of language; it is very rarely that words are 
raised permanently from a lower to a higher grade of usage. 

Clarke. Even in these coarsely abusive terms with which the irate old man loads 
his daughter, how well the dramatist contrives to paint and set before our imagina- 
tion the pale face of Juliet, white with suppressed feeling, and almost livid under 
the momentary impulse to throw herself at her father’s feet and confess all. 

158, 159. Hear .... wretch] Clarke. We here see the root of Juliet’s pre- 
varication; irrational violence if she attempt to offer remonstrance instead of blind 
obedience, or if she think for a moment of honest avowal. This is the way to con- 
vert original candour of disposition into timid misprision of truth, and artlessness 
into artfulness. 

164. lent us] White, [‘lent’] is manifestly a misprint due to the mistaking of 
a long s (‘ f’) for ‘ 1.’ 

Dyce (ed. 2). Though I here follow the earliest authority, I see nothing objec- 
•ionable in the reading of the later old eds. 

Clarke. We think it possible that ‘ left’ may have been originally written by the 
author here, because in a previous scene Capulet speaks as if he had had other chil- 
dren born to him, who died young (I, ii, 14). 

166. a curse] White. [QJ has * crossed &c., for which the later reading is pos- 
sibly a misprint. 

167. hilding] Nares. A base, low, menial wretch; derived by some from hin^ 
derling, a Devonshire word signifying degenerate; by others, from the Saxon (see 
Todd’s Johnson). Perhaps, after all, no more originally than a corruption of hireling 
or kindling, diminutive of hind. It was applied to women as well as men.* 

Cham. Sax. hyldan, to crouch. 
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You are to blame, my lord, to rate her so. 

Cap. And why, my lady wisdom ? hold your tongue, 

Good prudence; smatter with your gossips, go. 170 

Nurse, I speak no treason. 

Cap, O, God ye god-den. 

Nurse, May not one speak ? 

Cap, Peace, you mumbling fool ! 

Utter your gravity o’er a gossip’s bowl ; 

For here we need it not. 

La, Cap, You are too hot. 

Cap, God’s bread! it makes me mad : 175 

Day, night, hour, tide, time, work, play. 


170. prudence; smaUer'\ Prudence 
imattery Q^. 

gossips, gossips Q^. gossip, Ff, 

Rowe. 

171. Cap. O, God ye god-den."] Cap. 

O, God-ye-good-den ? Capell. Fa. O 
Godigeden. Father, 3 Godigeden, 

QaQa (continued to Nur. as also in Ff, 
Rowe, &c.) Father, O Godigoden, F,. 
O Godigoden, F^F^. 0 God gV goode'en 

^4* 

172. Nurse.] om. Q^Q^Ff, Rowe, &c. 
Peace] Peace, peace Theob, 

Warb. Capell, Ktly. (Dyce and Momm. 
conj.) 

mumhling] old mumbling Sey- 
mour conj. 


1 75-1 77 ' God^s bread. ...company] 
QqFf. God's. ...work and play. ...com- 
pany Rowe (ed. 2)*. God's. .. .mad : 
day, night, late, early. At home, abroad; 
alone, in company. Waking or sleeping. 
Pope, from (QJ,&c. Capell, Var. (Corn.), 
Dyce (ed. 2). As God's my friend! it 
makes me mad : Day, night, hundreds 
of times, at work at play. Alone, in 
company Bullock conj.* 

175, 176. Johns, reads It makes,,, 
play as one line, omitting God's bread 
and time. 

176. time] om. Ktly, reading God's 
...provided as three lines, ending tide,.., 
care. . .provi ded. 


170. Good prudence] Del. Just as ‘prudence’ is here personified as a female, 
it was in The Temp. II, i, 286, personified as a male. 

175. God’s bread . . . company] Ulr. Malone manufactured a text out of the 
various readings of the old cds., apparently only because the text of and Ff 
appeared too incorrect in its versification. But this incorrectness admirably suits old 
Capulet’s blustering outburst of rage, and the imperfection thereby becomes an 
excellence. 

White. Perhaps the composite reading given by Malone very nearly approaches 
what Sh. wrote on the revision of the play. 

Ktly. I arrange this passage in accordance with the old eds., except (Q,), the 
reading of which is different, and is not verse at all. I omit ‘ time’ as injurious to 
the symmetry of the language ; for the words in the first two lines run, as will be 
seen, pairwise. It may have been a marginal note explanatory of * tide.’ As to 
line 177, being of six feet, three such have already occurred in this scene. 

Clarke. Here the solemn expression put into the mouth of the furious Capulet is 
in strict accordance with what we still hear in Italy from the mouths of angry 
quarrelers; who often use its equivalent in the words, *Per V Ostial' 
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Alone, in company, still my care hath been 
To have her match’d : ard having now prov’ded 
A gentleman of noble parentage, 

Of fair demesnes, youthful, and nobly train’d, 1 80 

Stuff’d, as they say, with honourable parts, 

Proportion’d as one’s tnought would v/ish a man ; 

And then to h'^ve a wretched puling fool. 


179 nobie] princely (QJ Crpell, 
Var, iJyce (ed. 2). 

180. train'd^ (QJ Capell. allied 
QjQ^FfQg, Rowe, &c. Ulr. Del Hand 
Qy Uiandd Capell conj. lined cr 
loin'd Momm. conj. 


1 ohly train* d‘\ nobly-allied Warb, 
nobly-trainea Huds. 

182. thought would '\ heart could 
(Q,) Capell, Var. Sing. Knt. (ed. i), Sta. 
Ktly. 


178. having now provided] Mal. There is a passage in Wily Beguil’d so 
nearly resembling this that one poet must have copied from the other. Wily Beguil’d 
was on the stage before 1596, being mentioned by Nashe in his Have With You to 
Saffron Walden, printed in that year. [Sing, 

Coll. (ed. 2). There is no doubt that the author of Wily Beguiled did imitate 
Sh. ; but although Wily Beguiled was in existence before 1596, we have no copy of 
it earlier than 1606. Malone, as usual, committed various errors in his citation, and 
among others printed * puling’ poxvting^ which so far lessens the resemblance. We 
can the more readily believe that the author of Wily Beguiled was the imitator in 
this case, because •'nother part of the same comedy is directly borrowed from ‘The 
Merch. of Ven.,’ V, i. 

180. train’d] Ulr. I prefer * allied^ because It follows almost of necessity, from 
the character of old Capulet, that, in the enumeration of Paris’s advantages, he would 
not forget his kinship to the Prince. 

180. nobly trained] Mommsen. This [Hand of Q^] might be metrically toler- 
ated, but it might be that Capulet, having described Paris as a gentleman of noble 
parentage^ should go on to enumerate several other of his qualities, and then once 
more speak of him as nobly allied^ which would be simply iterating what he had 
just said, as e, g, in Marlowe, ii, p. 212: *His name is Spenser; he is well allied,* 
Rhetorical pleonasms — like ‘ The spring, the head, the fountain of your blood’ — 
Macb., II, iii, 103; * Being with his presence glutted, gorg’d and full’ — i Hen. IV ; 

III, ii, 84; ‘ Uncapable of pity, void and empty From any dram of pity’ — Mer. of Ven., 

IV, i, 5 — would prove nothing in this passage, where various different features are 
introduced. Therefore most of the later edd. have adopted nobly trained. But by 
Hand might have been meant lined, an orthography which, it is true, I have not 
met with elsewhere, but which is at times found in the case of ire, thus intierly for 
entirely, wiars for wires (in Plow to Choose a Good Wife from a Bad, 1608, 4to); 
fer, hier, squier not seldom for fire, hire, squire; just as the reverse is often found, 
lide, tride for lied, tried, &c. Then too nobly lined might refer to his purse ; although 
loin'd would suit youthful better, and the rude style of the speaker. The spelling 
tyall for royal is to be found in Heywood. Perchance, can gryans, Hans be found, 
as a kind of drawling, for groins, loins, like quire for choir f Until it can be proved 
by examples which of the two words is meant, we must fall back upon the conclu- 
sion that allied is assuredly corrupt. 

18 * 
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A whining mammet, in her fortune's tender, 

To answer * I’ll not wed ; — I cannot love, iSj 

I am too young ; — I pray you, pardon me.' — 

But, an you will not wed. I’ll pardon you : 

Graze where you will, you shall not house with me : 

Look to’t, think on’t, I do not use to jest. 

Thursday is near; lay hand on heart, advise: 190 

An you be mine. I’ll give you to my friend ; 

An you be not, hang, beg, starve, die in the streets. 

For, by my soul. I’ll ne’er acknowledge thee. 

Nor what is mine shall never do thee good : 194 

Trust to’t, bethink you ; I’ll not be forsworn. \Exit 

yuL Is there no pity sitting in the clouds. 

That sees into the bottom of my grief? 

O, sweet my mother, cast me not away ! 

Delay this marriage for a month, a week ; 

Or, if you do not, make the bridal bed 200 

In that dim monument where Tybalt lies. 

La, Cap, Talk not to me, for I’ll not speak a word : 


184. fortune' 5 \ Thcob. fortunes 
QqFf, Rowe, Pope, 

187, 1 9 1, 192. an'\ Capell. and Qq 
Ff. if Pope, &c. 


192. in the\ QqFf, Dyce, Cambr. V 
th' Pope, &c. White, V the Capell elcet. 
194. never'] ever Q^Qj, Pope, &c. 
201. dim] dun Johns. (1771). 


184. mammet] Nares. A puppet, or doll ; a diminutive of mam. ‘ Quasi dicat 
parvam matrem, seu matronulam.’ — Minshnv. ^MammetSf puppets, icunculoe.’ — 
Cotes. * Icunculas — mammets or puppets tliat goe by devises of wyer or strings, as 
though they had life and moving.^ — Abr. Fleming's A^omenct., p. 308. [.SVw^,] It 

has been supposed to be a corruption of movement. Often used as a jocular term of 
reproach to young women [this passage cited]. It was sometimes written maumet. 
Holinshed also speaks of * mawmets and idols,’ — Hist, of Eng.,^. 108. Ruddiman, 
in the Glossary to Douglas’s Virgil, favours the derivation from Mahomet in Maw- 
mentis. 

Dyce. That mammet here means ‘ puppet’ (used as a term of reproach) is certain. 

Clarke. In Archbishop Trench’s admirable book ‘ Cn the Study of Words,’ he 
traces the origin of this word to ‘ Mahomet because the religion of the Arabian 
prophet was synonymous, in the minds of English Christians, with idolatry, it being 
forgotten that the most characteristic feature and chief glory of Mahometanism is its 
protest against all idol-worship whatever. From this original error and injustice 
arose tlie habit of applying the word ‘mammet’ (a corruption of ‘Mahomet’) not 
only to idols or religious images, but to dolls and puppets. [The substance of 
Trench’s remarks is to be found in the Var. notes on i Hen. IV: II, iii, 95.] Ed. 

184. her fortune’s tender] Clarke. ‘ In the moment when good fortune pre- 
sents itself to her.’ 
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Do as thou wilt, for I have done with ther \^t. 

Jill, O God ! — O nursj, how sh'>U this be prevented? 

My husband is on earth, my faith in heave^ ; 205 

How shall that faith return again to earth, 

Unless that husband send it me from heaven 
By leaving earth ? — comfort me, counsel me. — 

Alack, alack, that heaven should practise stratagems 

Upon so soft a subject as myself! — 210 

What say’st thou ? hast thou not a word of joy? 

Some comfort, nurse. 

Nurse, Faith, here *tis. Romeo 

Is banished, and all the world to nothing, 

That he dares ne’er come back to challenge you ; 

Or, if he do, it needs must be by stealth. 215 

Then, since the case so stands as now it doth, 

I think it best you married with the county. 

O, he’s a lovely gentleman ! 

Romeo’s a dishclout to him : an eagle, madam, 


204. 0 God'l Separate line, Ff. 

209. Alacky alnck'\ Hlacke^ alacke 
F,. Alack 

212, 213. Faith. ...nothing] Capcll. 
One line, Qq. Two lines (ending it is 
and nothing) t Ff, Rowe, &c. Dyce (ed. 
l), Cambr. 

banished] QqFf. banisFd 
Rowe, &c. Dyce (ed. i), Cambr. 


213. and] om. Pope, &c. 

215. iy'\ my Q^, 

217. county] count F^F^F^, Rowe, 
&c. 

2 1 8 . Oy he'' 5] Ohy Jaithy he is Han, 
gentleman /] gentleman I Ro- 
meo / Capell. gentleman in sooth / Ktly. 
lovely gentleman I Anon, conj.* 


212. Some comfort] Coll. (ed. i). This is also one of the parts of (Q,) which 
reads as if it had been made up of imperfect notes. 

White. For this impassioned speech the (QJ has but a single line. But this 
line is redundant and plainly corrupt, and contains the two words of the perfect 
speech which would be most bkcly to impress a hearer, and which are necessary to 
carry on the dialogue. The deficiency, and the other wide difference between the 
two texts just here, I believe to be owing to the surreptitious manner in which the 
earlier was obtained, and the haste with which it was printed. 

212. Faith, here] Steev. The character of the Nurse exhibits a just picture of 
those whose actions have no principles for their foundation. She has been unfaith- 
ful to the trust reposed in her by Capulet, and is ready to embrace any expedient 
that offers to avert the consequences of her first infidelity. Verp. Huds, 

Mal. This picture, however, is not an original. In Romeus and Juliet the Nurse 
exhibits the same readiness to accommodate herself to the present conjuncture. 
[^Sing. Verp. Huds. 

Blackstone. Sir John Vanbrugh, in The Relapse, has copied. In this respect, 
the character of his Nurse from Sh. [^Sing. Verp. Huds. 
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ROMEO AND JULIET. 


[ACT III, sc. V. 


Hath not so green, so quick, so fair an eye 220 

As Paris hath. Beshrew my very heart, 

220. green\ keen Han. Warb. Johns. 221. keskrew"] beshrow The 

rest. 

220. not so green] Steev. Perhaps Chaucer has given to Emetrius, in The 
Knight’s Tale, eyes of the same colour : ‘ His nose was high, his eyin bright citryn 
i, e., the hue of an unripe lemon or citron. Again, in The Two Noble Kinsmen, 

by Fletcher and Sh., V, i : ‘ oh vouchsafe With that thy rare green eye,’ &c. 

[HudsI^ I may add that Arthur Hall (the most ignorant and absurd of all the 
translators of Homer), in the fourth Iliad, 1581, calls Minerva ‘The greene eide 
Goddese.’ \_Sing. 

Douce. Besides the authorities already produced in favor of green eyes, and 
which show the impropriety of Ilanmer’s alteration to keeUf a hundred others might, 
if necessary, be given. The early French poets are extremely fond of alluding to 
them under the title of yeux vers^ which Mons. Le Grand has in vain attempted to 
convert into yeux vairs^ or grey eyes. It must be confessed that the scarcity, if not 
total absence, of such eyes in modern times might well have excited the doubts of 
the above intelligent and agreeable writer. For this let naturalists, if they can, 
account. It is certain that green eyes were found among the ancients. Plautus thus 
alludes to them in his Curculio: ‘Qui hie est homo Cum collativo ventre, atque 
oculis kerbeis /’ Lord Verulam says, ‘ Great eyes with a green circle between the 
white and the white of the eye signify long life.’ — Hist, of Life and Deaths p. 1 24. 
Villa Real, a Portuguese, has written a treatise in praise of them, and they, are even 
said to exist now among his countrymen. See Pinkerton’s Geography, vol. i, p. 
556. \_Sing. Hal. 

Coll. (ed. 2). These citations unquestionably establish the point. * 

Huds. Lord Bacon says that * eyes somewhat large, and the circles of them in- 
clined greenness i are signs of long life.’ \Clarke. 

Dyce. 'Green eyes were considered as peculiarly beautiful. , . . The Spanish 
writers are peculiarly enthusiastic in the praise of green eyes. So Cervantes, in his 
novel El Zeloso Estremeiio: “ Ay que ojos tan grandes y tan rasgados ! y por el siglo 
de mi madre, que son verdes^ que no parecen sino que son de esmeraldas.” ’ (Weber), 
Gifford, after observing that he has * seen many Norwegian seamen with eyes of this 
hue, which were invariably quick, keen, and glancing,* and that the expression 
'green eyes' is common in our early poets, cites the following Sonnet by Drummond 
of Hawthirnden; 

‘When Nature now had wonderfully wrought 
All Auristella’s parts, except her eyes, 

To make these twins two lamps in beauty's sxies 
She counsel of the starry synod (v. 1. “ her starry senate**) sought. 

Mars and Apollo first did her advise 
To wrap in colours black those comets bright, 

That Love him so might soberly disguise, 

And, unperceived, wound at every sight : 

Chaste Phoebe spake for purest azure dyes : 

But Jove and Venus green about the hght, 

To frame thought best, as bringing most delight, 

That to pin'd hearts hope might for aye arise. 

Nature, all said, a paradise of green 

There plac'd, to make all love which have them seen.' — 

Note on translation of Juvenal, Sat. ziiL Mg. 
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I think you are happy in this second niatcn, 

For it excels your first : or if it did hot, 

Your first is dead, or 'twere as good be we.e 
As living here and you no use of him. 225 

JuL Speakest thou from thy heart ? 

Nurse, And from my soul too; 

Or else beshrew them both. 

yuL Amen ! 

Nurse, What ? 

Jul, Well, thou hast comforted me marvellous much. 

Go in, and tell my lady I am gone, 

Having displeased my father, to Laurence* cell, 230 

To make confession and to be absolved. 

Nurse, Marry, I will, and this is wisely done. \ExiU 

yul. Ancient damnation ! O most wicked fiend 


225. here\ hence Han. W..rb. there 
Anon, ccnj.* 

226, S/eahest"} Sj>eahst Q^, Warb. 
Johns. 

226, 227. And,..Or etse.^Mth’l One 
line, Qq, Huds. Cambr. And.. .else.., 
both Q^t Cambr. From.,.Or else.. .both 
Var. Knt. 

226. from\ om. Capell conj. 


226. todl om. Han. 

227. beshr€w’\ (Qi)QqFf. 

What To what ? Han. Var. 
(Corn.) What say you ? Dyce conj. 
What to ? Ktly. 

232. [Exit.] om. QaQjF,. She 
lookes after Nurse. (Q,) Ulr. 

233. wiched'] cursed (Q^) Dyce (cd, 
2). ipither^d S. Walker conj. 


White. Of all the varieties of the orange-colored eye (usually called black, 
hazel, or brown), that which at a distance appears very dark, but which, when 
clearly seen, is found to be of an olive-green tint, is perhaps the brightest and most 
beautiful. 

Clarke. The brilliant touch of green visible in very light hazel eyes, and which 
gives wonderful clearness and animation to their look, has been admiringly denoted 
by various poets from time immemorial, 

222-225. second match . . . him] Clarke. This sentence presents a point of 
study in Sh.’s method of using relative words in a sentence; refers to ‘second 
match then * first’ relates to ‘ match ;* then ‘ hd and ‘ him* relate to ‘ first.’ 

225. living here] Johns. Hanmer reads, — as living hence — that is, at a distance, 
in banishment ; but here may signify, in this world. {Dyce. 

Dyce. I suspect that ‘ here’ is wrong. The line (III, iii, 15) is corrupted in 
and Qj and in F^ to *Here in Verona,* &c. 

232. Exit] Coll. (ed. i). The stage-direction of (Q^) may give a hint of how 
Sh. intended this portion of the scene to be acted. Juliet was watching her, proba- 
bly, until out of hearing. 

Sta. The stage-direction of (Q^) is extremely interesting, as affording us a glimpse 
of the ‘ stage-business’ of this play in Sh.’s time. \Cham, 

233. Ancient damnation] Ulr. An expression frequently used to indicate the 
Devil, the first damned one. 
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[ACT IV, sc L 


Is it more sin to wish me thus forsworn, 

Or to dispraise my lord with that same tongue 235 

Which she hath praised him with above compare 
So many thousand times ? — Go, counsellor ; 

Thou and my bosom henceforth shall be twain. — 

1*11 to the friar, to know his remedy: 239 

Tf all else fail, myself have power to die. 


ACT IV. 


Scene I. Friar Laurence's cell. 
Enter Friar Laurence and Paris. 


Fri, Z. On Thursday, sir ? the time is very short 
Par, My father Capulet will have it so ; 

And I am nothing slow to slack his haste. 

Fri, L, You say you do not know the lady*s mind: 


234. Is it’\ It is Fj. 

Act IV. Scene i.] Rowe. Scene ii. 
Capell. 

Friar Laurence’s cell.] Capell. 
The Monastery. Rowe, &c. 


Enter...] Rowe. Enter Frier and 
Countie Paris. QqFf (Count Fj^F^F^). 

3. nothing\ something Coll. conj. 
slow to slack his~\ sl(nv to back 
Johns, conj. slacks — too slow^s his Jack- 
son conj. from (Qj). 


233. most wicked fiend] S. Walker. Almost as flat as ‘ deadly murder? — Hen. 
V : III, iii, 32. Wither^ d^ I imagine (scarcely wrinkled). 

[Walker refers to * deadly murder’ again in vol. i, p. 302, and apparently forgets 
that deadly was an emendation of Malone’s, who appropriated it, according to the 
Cambridge Editors, from Capell.] Ed. 

3. I am nothing slow] Johns. His haste shall not be abated by my slowness. 
It might be read : *• And I am nothing slow to back his haste’ — that is, I am diligent 
to abet and enforce his haste. [Hal. 

Mal. If this kind of phraseology be justifiable, it can be so only by supposing 
the meaning to be, there is nothing of slowness in nie^ to induce me to slacken or abate 
his haste. The meaning of Paris is very clear. He does not wish to restrain Capu- 
let or to delay his own marriage. But the words which the poet has given him 
import the reverse of this, and seem rather to mean, I am not backward in restrain^ 
ing his haste ; I endeavor to retard him as much as I can. [Sing. Huds. Dyce 
(ed. 2).] Dr. Johnson saw the impropriety of this expression, and that his interpre- 
tation extorted a meaning from the words which they do not at first present ; and 
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Uneven is the course ; I h‘ke it not. 5 

Par. Immoderately she weeps for Tybalt’s death, 

And therefore have I little talk’d of love, 

For Venus smiles not in a house of tears. 

Now, sir, her father counts it dangerous 

That she doth give her sorrow so much sway, lO 

And in his wisdom hastes our marriage. 

To stop the inundation of her tears. 

Which, too much minded by herseif alone, 

5. is the\ is this Pope, &c. in this 10. doth'\ do Q^, Capell, Momm. 
Warb. should F^F^, Rowe, &c. 

7. talk'd^ talkt Qg. talke QaQjQ^F^ sway\ way Coll. (MS.) 

Fj,. talk FgF^, Rowe, Momm. 

hence his proposed alteration ; but Sh. must answer for his own peculiarities. See 
Ant. and Cleop., IV, xii. \^IIal. 

Sing. Sh. has hastily fallen into similar inadvertencies elsewhere. 

Knt. The meaning is obvious as it stands : ‘lam nothing slow (so as), to slack 
his haste.* 

Sta. Sh.’s marvellous power of condensation sometimes renders his meaning 
obscure. In this instance, the sense appears to be, ‘ and I am not slow in my own 
preparations for the wedding y to give him any reason to slacken his hasty procced- 
ings.* \_dl>yee (cd. 2). 

Coll. (ed. 2). We should rather say, ‘ I am something slow,* &c. ; and what Paris 
means, obviously, is, I have no wish that he should lessen his haste. The (Q^) 
makes the speech the very reverse. 

Ktly. Collier’s (MS.) mistakes the sense. ‘To* is st> as to, that I should. 
Editors have not understood it. 

Clarke. There are remarkably few instances of elliptical diction in the present 
play. It is a form that Sh. used but sparingly in his earlier dramas, whereas, in his 
latter ones, it occurs perpetually. As his habit of writing and facility of expression 
increased, so his power of condensed and inclusive phraseology strengthened ; while 
his own taste and judgment made him ever more and more exercise it as a skill in 
itself and productive of the most vigorous effect. 

7. talk’d] Momm.sen. By UaWd' the meaning is wholly changed. Paris does 
not here wish to give to the Friar, as an excuse for his uncertainty concerning 
Juliet’s mind, that, owing to her grief for Tybalt, he had been unable to talk befit- 
tingly \/ith her about love, but he simply explains, by this grief, Juliet’s silence and 
reserve in his own favour ; this was the only reason why he received from her so few 
words of love. Since this interpretation gives throughout a clear meaning — for 
that Paris does not positively know how Juliet is minded docs not preclude the con- 
viction on his part that the expression of her love is alone wanting, — since it renders 
more graceful the connection with what follows, in so far as Julia, silent about love, 
is his sorrowing Venus, and since I have talk could have been more easily corrupted 
into I have talk'd than the reverse, we abide by the old reading. 

10. so much sway] Coll. (ed. 2). There seems much reason in the emenda 
lion of the (MS.). 
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[act IV. sc. . 


May be put from her by society : 

Now do you know the reason of this haste. l S 

Fri, Z. \Aside\ I would I knew not why it should be slow'd. 
Look, sir, here comes the lady towards my cell. 


Enter Juliet. 

Par, Happily met, my lady and my wife ! 

Jul, That may be, sir, when I may be a wife. 

Par, That may be must be, love, on Thursday next. 2r 
Jtd, What must be shall be. 

Fri. L, That's a certain text. 

Par, Come you to make confession to this father ? 

Jul, To answer that, I should confess to you. 

Par, Do not deny to him that you love me. 

Jul, I will confess to you that I love him. 25 

Par, So will you, I am sure, that you love me. 

Jul, If I do so, it will be of more price. 

Being spoke behind your back, than to your face. 

Par, Poor soul, thy face is much abused with tears. 

Jtd, The tears have got small victory by that ; 30 

For it was bad enough before their spite. 

Par, Thou wrongest it more than tears with that report. 

Jul, That is no slander, sir, which is a truth. 

And what I spake, I spake it to my face. 

Par, Thy face is mine, and thou hast slander'd it. 35 

Jztl, It may be so, for it is not mine own. 


15. /laste.J Q^, Han, hast? or 
haste? The rest, Rowe, &c. 

16. [Aside] Theob. om. QqFf. 

17. to 7 vards'\ toward Q^, Cambr. 

18. Happily mef] Welcome my love 
(Qx) 

my 7 vife'\ my life Johns, conj. 

23. I should'^ were to (QJ Pope,&c. 
(Johns.) Var. Sing. Dyce (ed. 2). 

26. you\ Capell. ye QqFf, Rowe, 
&c. Dyce (ed. i), Cambr. 


33. no’\ om. Q^. 

slander.. .a trut 7 i\ wrongs sir, 
that is but a truth Capell, from (Q,). 

which fj] that is Var, Sing. 
Huds. Ktly. 

a truth"] truth F^F^F^. but 
truth Rowe, &c. 

34. spake, I spake] speak, / speak 
F^, Rowe, &c. 

my] thy F^. 


16. slow’d] Steev. So in Sir A. Gorges’s translation of Lucan, Lib. ii: 

« will you overflow The fields, thereby my march to slow? ^Sing, 

Nares. To make slow, to slacken in pace. To foreslow was more common in 
the same sense. [^Sing. Huds, 
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Are you at leisure, holy father, now; 

Or shall I come to you at evening mass? 

FrL L. My leisure serves rue, pensive daughter, now. — 

My lord, we must entreat the time alone. 40 

Par. God shield, I should disturb devolior ! — 

Juliet, on Thursdry early will T rouse you: 

Till then, adieu, and keep this holy kiss. \Exit. 

JuL O, shut the door, and when thou hast done so, 

Come weep with me ; past hope, past cure, past help ! 45 

Fri. L. Ah, Juliet, T already know thy grief; 

It strains me past the compass of my wits : 

I hear thou must, and nothing may prorogue it. 

On Thursday next be married to this county. 

Tell me not, friar, that thou hear’st of this, 50 

Unless thou tell me how I may prevent it : 

If in thy wisdom thou canst give no help. 


40. we] you F,. / F^jF^F^, x>.owe, 

&c. 

41. God shield^ I] F^, Rowe. God- 
shieid, I Qq. Godsheild: I F^F^, God 
shield: I F^. God shield I Dyce, White, 
Cambr. 

42. you] Theob. ye QqFf, Rowe, 
Dyce, Cambr. 

42, 43- Juliet, ..kiss] Juliet farewell 


and keep this holy kiss. (QJ Pope, Han. 

44. O,] Go (Q^Pi Pope, &c. 

45. cure] (QJQ,. care 
Knt. Ulr. Del. 

46. Ah] (QJ Capcll. 0 QqFf, Knt. 
thy] your Pope, Han. 

47. strains] streames F,. 

49. county] count F^F^F^, Rowe, 
&c. (Johns.), Capell. 


38. evening mass] Ritson. Juliet means vespers. There is no such thing as 
evening mass. [Iluds, White.] *Massesl as Fynes Moryson observes, * are only sung 
in the morning, and when the priests are fasting.* [ 5 m^.] So, likewise, in The 
Boke of Thenseygnemente and Techynge that the Knight of the Toiire made to his 
Doughters, translated and printed by Caxton; ‘And they of the parysshe told the 
preest that it was past none^ and therefor he durst not synge masse, and so they hadde 
no masse that daye.* [Hal. 

Sta. It is strange that Sh., who on other occasions has shown a competent know- 
ledge of the doctrines and usages of the Roman Catholic Church, should have fallen 
into this error. The celebration of mass, as is well known, can only take place in 
the forenoon. 

Clarke. The word ‘ mass’ is here employed in the general sense of ‘ service,' 

‘ office,’ ‘ prayer ;’ while, on the contrary, the Italians usually apply their word fun- 
tione to ‘ high mass* only, though in strictness it means ‘ divine service’ generally. 

45. past cure] Del. So in Love’s Lab. L., V, ii, 28. 

Ulr. This change from care to cure is not only needless, but even objectionable. 
Past cut'e is the same as past help, and therefore only a weak repetition of the same 
thought. ‘ Past all hope, past all care or effort (for escape), past all help,’ perfectly 
expresses the desperate position and mood in which Juliet finds herself. 

10 




2I8 


ROMEO AND JULIET, 


[ACT IV, sc. i. 


Do thou but call my resolution wise, 

And with this knife I'll help it presently. 

God join’d my heart and Romeo's, thou our hands ; SS 

And ere this hand, by thee to Romeo seal’d, 

Shall be the label to another deed. 

Or my true heart with treacherous revolt 
Turn to another, this shall slay them both : 

Therefore, out of thy long-experienced time, 6o 

Give me some present counsel ; or, behold, 

'Twixt my extremes and me this bloody knife 

Shall play the umpire, arbitrating that 

Which the commission of thy years and art 

Could to no issue of true honour bring. 65 

Be not so long to speak ; I long to die. 


54. with this\ wiiK his F,. witJC 
this Fj. 

56. Romeo] Romeos QgQjQ^. Ro- 
meo's Qj, Cambr. 

60. long-experienced] Hyphen, Pope. 


64. commission] commixtion Becket 
and Sing. conj. 

thy] my F^F^. 

66. Be.,., die] Speak not, be brief; 
for I desire to die (Q,) Pope. {^Speak 
now, Han.) 


54. this knife] White. The ladies of Sh.’s day customarily wore knives at their 
girdles. 

57, the label] Mal. The seals of deeds in our author’s time were not impressed 
on the parchment itself on which the deed was written, but were appended on dis- 
tinct slips or labels affixed to the deed. Hence, in Rich. H ; V, ii, 56, the Duke 
of York discovers, by the depending seal, a covenant into which his son, the Duke 
of Aumerle, had entered : * What seal is that which hangs without thy bosom ?* 
[Sing. Corn. Verp. IJuds. Sia. Dyce, Clarke, Hal, 

60. Therefore out of] This line is cited by S. Walker {*Crit.' vol. ii, p. 173) 
as an instance of the peculiar accentuation of the preposition *of.' 

63. the umpire] Johnson. That is, this knife shall decide the struggle between 
me and my distresses. 

64. the commission] Johnson. Commission is for authority or power. 

Ulr. I do not think that commission stands here, as Johnson says, for * authority,* 
or * power,* but is used in its ordinary sense, Juliet says in effiect : this knife shall 
decide that which the commission [die VoUmacht] that thy age and thy art give thee — 
the commission, namely, to appoint an umpire — could not bring to an honourable 
issue. 

66. Be not so long] Clarke. The constraint, with sparing speech, visible in 
Juliet when with her parents, as contrasted with her free outpouring flow of words 
when she is with her lover, her father-confessor, or her nurse — when, in short, she 
is her natural self and at perfect ease — is true to characteristic delineation. The 
young girl, the very young girl, the girl brought up as Juliet has been reared, the 
youthful southern maiden, lives and breathes in every line by which Sh. has set hei 
before us. 
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If what thou speak'st speak not of reme ’y. 

Fri. L. Hold, daughter : I do spy ^ kinu of hope, 

Which craves as desperate an execution 

As that is desperate which we would prevent. 70 

If, rather than to marry County Paris, 

Thou hast the strength of will to suy thyself, 

Then is it likely thou wilt undeitake 
A thing like death to chide a'^’ay this shame, 

That cop’st with death himself to scape from it ; 75 

And, if thou dar’st. I’ll give thee remedy. 

Jul. O, bid me leap, rather than marry Paris, 

From off the battlements of yonder tower; 

Or walk in thievish ways ; or bid me lurk 

Where serpents are ; chain me with roaring bears ; 80 

Or shut me nightly in a charnel-house. 


67. [Offering to strike] CoJl. (ed. 2). 
69. an] om. S. Walker conj, 

72. of will] or will (QJ Pope, ITan. 
slay] stay Q^QgF,. lay F,. 

73. is it] it is Rowe, &c. 

75. cGp'st] copes Han. 
front] fro F,F^F . 

76. And^ if] An if Del. conj, 
dar'st] Ff. darest Qq. 

7S. yonder] (QJ Pope, any QqFf, 


Rowe, Capell, Ulr. Del. White. 

79, 80. Or walk. ..dears] chain 

me to some steepy rnottntain's fop fVhere 
roaring bears and savage lions roam 
Pope, &c. from (QJ. Or chain....top 
Where savage bears and roaring lions 
roam Johns, conj. 

81. shtit] (Qj Pope, hide QqFf, 
Rowe, Capell, Knt. Coll. Ulr. Del. 
Huds. White, Hal. 


69. as desperate] Clarke. It is interesting to observe how different is the style 
here, in one of Sh.’s earlier written plays, from the style in his later ones. The 
repetition of the word ‘ desperate,* the precision of statement in this comparison, is 
utterly contrary to the conciseness, the elliptical condensedness, which we find in the 
comparisons from Sh.*s hand at a later date. 

69. an execution] S. Walker. I suspect an is an interpolation. (Vol. i, p. 
269, Art. xl : ‘ Metre affected by the pronunciation of ion final.’) 

76. And if ] Del. According to the punctuation of (Q,)Qq, which puts a stop 
at the end of the preceding sentence, *A^td if* should here be read as *An if.’ 

78. yonder tower] Ulr. But 1 cannot perceive why Juliet must designate a 
particular, actual tower, since all that follows is purely imaginary, the tasks of hor* 
ror which her imagination conjured up. And besides, the expression, * Bid me leap 
from any (no matter how high) tower’ is more vigorous than ‘ from that tower there.’ 

White. ‘Yonder* has been almost universally followed hitherto as the more 
poetic reading. But the passage was evidently rewritten on the revision of the play, 
as will be seen by comparison with the earliest text, which will give the reader a 
fair notion of the nature and extent of the variations between the two versions in 
this part of the play, all of which cannot be noticed. It is difficult to see why one 
word of the revised version should be rejected while all the others are accepted. 
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0*er-cover’d quite with dead men’s rattling bones, 

With reeky shanks and yellow chapless skulls ; 

Or bid me go into a new-made grave, 

And hide me with a dead man in his shroud ; 85 

Things that to hear them told, have made me tremble; 

And I will do it without fear or doubt. 

To live an unstain’d wife to my sweet love. 

Fri. L. Hold, then ; go home, be merry, give consent 
To marry Paris : Wednesday is to-morrow; 90 

To-morrow night look that thou lie alone. 

Let not thy nurse lie with thee in thy chamber : 

Take thou this vial, being then in bed. 

And this distilled liquor drink thou off : 

When presently through all thy veins shall run 95 


83. chapless] chapels chappels 


88 . 


shroud] grave Ff, Rowe. om. 
tomb Mai. conj. 
told] nam'd (Q,) Pope, &c. 
nnstain'd] unstained F,,Com. 


89-93* IIold.„bed] Pope, Han. sub- 
stitute three lines Hold. ..vial from (Q,). 

92. thy nurse] the nuf'se Q^. 

94. distilled] (QJ Pope, distilling 
QqFf, Rowe. 


88. to my sweet love] Boswfxi.. (Q,) reads, I think, with more spirit: 

‘To keep myself a faithful, unstain’d wife 
To my dear lord, my dearest Romeo.* [Stng^, 

93. Take thou this, &c.] Sta. Compare the old poem : 

* Receive this vj'oll small and keepe it as thine eye ; 

And on the mariage day, before the sunne doe cleare the skye. 

Fill it with water full up to the very brim, 

Then drinke it of, and thou shah fcele throughout eche vayne and lim 

A pleasant slumber slide, and quite dispred at length 

On all thy partes, from every part reve all thy kindly strength ; 

Withouten moving thus thy ydle parts shall rest, 

No pulse shall goe, ne hart once beate within thy hollow brest. 

But thou shalt lye as she that dyeth in a traunce : 

Thy kinsmen and thy trusty frendes shall wayle the sodain chaunce , 

The corps then will th6y bring to grave in this churchyarde. 

Where thy forefathers long agoe a costly tombs preparde. 

Both for himselfe and eke for those that should come after. 

Both deepe it is, and long and large, where thou shalt rest, my daughter. 

Till I to Mantua sende for Romeus, thy knight; 

Out of the tombe both he and I will take thee forth that night* 

94. this distilled] White. Yielding to custom, I doubtfully displace * distilling* 
for the earlier reading ; as the former may either have been put for * distilled,* accord- 
ing to the common practice of Sh.*s time in relation to participial terminations, or 
used with reference, not to the manner in which the liquor was made, but to its 
quality of distilling (like the ‘ leperous distilment* poured in the ears of HamleVt 
father) * through the natural gates and alleys of the body.* 
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A cold and drowsy humour ; for no puls" 

Shall keep his native pn gress, but surcease : 

No warmth, no breath, shall testify thou hVest r 

The roses in thy lips and checks shall fade 

To paly ashes ; thy eyes* windows fall, loo 

Like death, when he shuts up the tla/ of life ; 

Each part, deprived of supple g^jvernment, 

Shall, stiff and stark and cold, appear like death : 

And in this borrow’d likeness of shrunk death 

Thou shalt continue two and forty hours, 105 

And then awake as from a pleasant sleep. 

Now, when the bridegroom in the morning comes 
To rouse thee from thy bed, there art thou dead : 

Then, as the manner of our country is, 

In thy best robes uncover’d on the bier 1 10 

96, 97. /or.,.. surcease] which shall thy] the QjQ^Ff. 

seize Each vital spirit; for no pu ’ ’ ^hall lOi. shuts] shut P",. 

Jkeep His natural progress^ but surcease 105. forty] fifty Maginn conj. 

to beat (QJ Pope, &c. Var. Sing. Klly. no. uncover'd] uncovered Q^. 

99. fade] fade : Q^. bier] I Ian. beerCf Be borne to 

100. To paly] Too paly 0 ^^. Too buriall in thy kindreds grave: QqFf, 

many Q2Q3. To many F,. To mealy P", Rowe, &c. Knt. Coll. Ulr. llal. [beer,*, 

FjP'^, Rowe. born P'gF^). 

97. surcease] Knt. (ed. l). This speech of the P'riar in the author’s ‘amended* 
edition [QJ is elaborated from thirteen lines to thirty-three ; and yet the modem 
[‘variorum’ (ed. 2)] editors have been bold enough, even here, to give us a text 
made up of Sh.’s first thoughts and his last. 

100. To paly ashes] Sfeev. It may be remarked that this image does not 
occur either in Painter or in Brooke. It may be met with, however, in A Doleftdl 
Discourse of a Lord and a Ladie, by Churchyard, 1593 ; 

* Her colour changde, her cheerfull looket 
And countenance wanted spreete ; 

TV? sallow ashes turnde the hue 
Of beauties blossomes swee^^ ; 

And drery dulnesse had bespred 
The* wearish bodie throw ; 

Each vital veine did flat refuse 
To do their dutie now. 

The blood forsooke the wonted course, 

And backward ganne retire : 

And left the hmmes as cold and swarfe 
As coles that waste with fire.’ {Hal. 

105. two and forty] For Maginn’s conjecture see Appendix, 
no. best robes] Mal. The Italian custom here alluded to, of carrying the deac 
body to the grave richly dressed and with the face uncovered (which is not men 
tioned by Painter), Sh. found particularly described in Romeus and Juliet : 

19 ♦ 
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Thou shalt be borne to that same ancient vault 
Where all the kindred of the Capulets lie. 

In the mean time, against thou shalt awake, 

Shall Romeo by my letters know our drift ; 

And hither shall he come : and he and I IIS 

Will watch thy waking, and that very night 

115,116. and.. .waking] an. ..walking om. Ff. 

‘ An other use there is, that whosoever dyes, 

Borne to their church, with open face upon the heere he lyes^ 

In wonted 7ueed attyrde, not wrapt in winding sheete.* [Sing. Huds. Sta. ffoL 

Steev. Thus in Ophelia’s Song in Hamlet, IV, v, 64. I/al. 

Knt. In the adaptation of Bandello’s tale in Painter’s ‘ Palace of Pleasure’ we 
have, * they will judge you to be dead, and, according to the custom of our city, you 
shall be carried to the church-yard hard by our chuich.* Painter has no description 
of this custom ; but Sh. saw how beautifully it accorded with the conduct of his 
story, and he therefore emphatically repeats it in the directions of the Friar after 
Juliet’s supposed death ; IV, v, 79. Ancient customs survive when they are built 
upon the unaltering parts of national character, and have connection with unalter- 
able local circumstances. Juliet was carried to her tomb as the maids and matrons 
of Italy are still carried : 

‘ — - And, lying on her funeral couch, 

Like one asleep, her eyelids closed, her hands 
Folded together on her modest breast 
As ’twere her nightly posture, through the crowd 
She came at last — and richly, gaily clad, 

As for a birthday feast’ — R ogers, *ltaly.* [Com. Verp. 

no. on the bier] Knt. The editors [in omitting the line from QqFf] have 
here gone far beyond their office ; nor can we understand why the more particular 
working out of the idea in the next two lines should have given them offence. ‘ Be 
bomt’ means *to be borne.’ 

Dyce Remarks^ &c., p. 1 74). The line [of the QqFf] is a various lection of 
the two lines [in, II2]. I apprehend that Knight would search the poetry of 
England in vain for another example of such an ellipsis as ‘ Be borne’ for to be 
home. When Beaumont and Fletcher imitated the passage in The Knight of Malta, 
IV, i, they were content with one reading. 

Lettsom [marginal MS. note on the above in the present editor’s copy]. Very 
true. These various lections, like those in Love’s Lab. L., seem to have originated 
in transcribing from Sh.’s foul copies. 

Ulr. The hypothesis that the line * Be borne,’ ^:c., retained its place in the MS. 
only through an oversight of Sh. when he revised the piece (about 1598), supposes 
that the printer of had before him Sh.’s own handwriting, which is very improb- 
able. At all events, it is unscholarly upon such an hypothesis to omit the line alto- 
gether. For although it is not to be denied that it seems superfluous, yet it may be 
quite easily conformed to the construction, if Knight’s explanation of the ellipsis be 
correct. 

Cambr. We have [here] omitted a line which occurs in all the Quartos, except 
the first, and all the Folios, because it could not be retained without absolute detri- 
ir ent to the sense 
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Shall Romeo bear thee henc^ to Mantua. 

And this shall free thee from this present shame, 

If no inconstant toy nor womanish fear 

Abate thy valour in the acting it. 120 

Jul. Give me, give me ’ O, tell not me of fea/ ! 

Fru L, Hold ; get you gone, be strong ana prosperous 
In this resolve : Tli send a friar with speed 
To Mantua, with my letters to thy lord. 124 

yul. Love give me strength ! and strength shall heJo afford. 
Farewell, dear father ! {Exeunt 


Scene II. Hall in Capulefs house. 

Enter Capulet, Lady Capulet, Nurse, and two Serving^en, 

Cap. So many guests invite as here are writ . — {Exit Servant. 
Sirrah, go hire me twenty cunning cooks. 


1 19. inconstant’\ QqF,F,, Capell, 
Knt. Dyce, Sta, Cham. Hal. Crmbr. 
unconstant F^F^, Rowe, &c. Var. et cet. 
toy] toy O^. joy Qj. 

1 21. Give... O'] Give me ^ Oh give me 
Pope, &c. Capell, Steev. liar. Camp. 
Haz. O give' t me ^ give' t me I Lettsom 
conj. 

not me] Q^Q^Ff, Rowe, Pope 
(ed, l), Knt. Ulr. Del. Dyce, Cham. 
Cambr. me not Q/25> Fope (ed. 2),&c. 
Capell, Var. et cet. 

fear] care F^. 


[Taking the vial. Pope, &c. 

125. Two lines, Ff. 

Scene ii.] Rowe m. Capell. 

Hall,...] Capell, Capulet’s House. 
Rowe. 

Enter....] Enter Father Capulet, 
Mother, Nurse, and Serving men, two 
or three. QqFf. Enter....Servant. Mai. 
Sing. 

1. [Exit...] om. QqFf. to a Servant; 

who goes out. Capell First Serv. 

Dyce, Cambr. 

2. twenty] dainty Jackson conj. 


1 19. inconstant toy] Johnson. If no fickle freak, no light caprice, no change 
of fancy, hinder the performance. [Sing, ^ 

Mal. These expressions [^inconstant to/ * womanish fear'] are borrowed 
from the poem. [Sing. 

121. Give me] Dyce (ed. 2). Probably the modem alteration, me, O, 
give me ! tell,' &c., is what the poet wrote. I believe that the ‘ it’ [of Lettsom’s 
conj.] is unnecessary here. Compare Macbeth, I, iii, 5 : * **Gwe me," quoth I. 

2. twenty cunning cooks] Ritson. Twenty cooks for half a dozen guests/ 
Either Capulet has altered his mind strangely, or Sh. forgot v/hat he had just made 
him tell us, [III, iv, 27.] [Sing. Dyce, Hal, 

Mal. This arose from his sometimes following and sometimes deserting his 
original. The scene referred to was his own invention; but here he recollected the 

poem ; ‘ he myndes to make for him a costly feast.' [Sing. Dyce, Hal. 

Knt. According to an entry in the books of the Stationers’ Comj^any for 1560, 
die preacher was paid six shillings and twopence for his labour; the minstrel, twelve 
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Sec, Seru, You shall have none ill, sir, for 111 try if they can 
lick their fingers. 

Cap, How canst thou try them so? S 

Sec, Seru, Marry, sir, *tis an ill cook that cannot lick his 
own fingers : therefore he that cannot lick his fingers goes not 
with me. 


shillings; and the cook, fifteen shillings. The relative scale of estimation for 
theology, poetry, and gastronomy, has not been much altered during two centuries, 
either in the city generally, or in the Company which represents the city’s literature. 
Ben Jonson has described a master cook in his gorgeous style : 

‘ A master cook 1 why, he’s a man of men 
For a professor; he designs, he draws, 

He paints, he carves, he builds, he fortifies. 

Makes citadels of curious fowl and fish. 

Some he dry-ditches, some motes round with broth^ 

Mounts marrow-bones, cuts fifty angled custards. 

Rears bulwark pies ; and, for his outer works, 

He raiseth ramparts of \mmoTla\ crust, 

And teacheth a\\ the tactics at one dinner — 

"What ranks, what fdes, to put his dishes in. 

The whole art military I Then he knows 
The influence of the stars upon his meats. 

And all their seasons, tempers, qualities. 

And so to fit his relishes and sauces. 

He has nature in a pot, ’bovc all the chemists, 

Or bare-breech’d brethren of the rosy cross. 

He is an architect, an engineer, 

A soldier, a physician, a philosopher, 

A general mathematician.’ 

Capulet is evidently a man of ostentation ; but his ostentation, as is most generally 
the case, is covered with a thin veil of affected indifference. In Act I he says to his 
guests : ‘ We have a trifling, foolish banquet toward.’ In Act III, when he settles 
the day of Paris’s marriage, he just hints: ‘We’ll keep no great ado — a friend or 
two.’ But Sh. knew that these indications of the ‘ pride wdiich apes humility’ were 
not inconsistent with the ‘ twenty cooks’ — the regret that ‘ We shall be much unfur- 
nished for this time,’ and the solicitude expressed in ‘ Look to the baked meats, good 
Angelica.’ Steevens turns up his nose aristocratically at Sh. for imputing * to an 
Italian nobleman and his lady all the petty solicitudes of a private house, concerning 
a provincial entertainment;’ and he adds, very grandly: ‘To such a bustle our 
author might have been witness at home ; but the like anxieties could not. well have 
occurred in the family of Capulet’ Steevens had not well read the history of society, 
either in Italy or in England, to have fallen into the error of believing that the great 
were exempt from such ‘ anxieties.’ The baron’s lady overlooked the baron’s kitchen 
from her private chamber ; and the still-room and the spicery not unfrequently occu- 
pied a large portion of her attention. [ Verp. Iluds, 

6. cannot lick] Steevi This adage is in Puttenham’s Arte of English Poesie^ 
>589.P-«57! 

* As the old cocke crowes so doeth the chick : 

A bad cooke that cannot his owne fingers lick.’ \Sing. Huds. Sta. Clarke. 
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Cap. Go, be gone.— {Exit Servant. 

We shall be much un^urnish’d for this tine. lO 

What, is my daughter gone to Friar Laurence ? 

Nurse, Ay, forsooth. 

Ca/f. Well, he may chance to do soine good on her : 

A peevish self-will’ d harlotry it ii 


Enfer Juliet. 

Nurse, See where she comes from shrift with merry look. 1 5 
Cap, How now, my headstrong! where have you been 
gadding ? 

ytil. Where I have learn’d me to repent the sin 
Of disobedient opposition 
To you and your behests, and am enjoin’d 

By holy Laurence to fall prostrate here, 20 


9. {^Exit ....3 Capell. om. QqFf. 

...Sec. Servant. Dyce, Cambr. 

9-1 1. Go. ..Laurence?^ Pope. Two 
lines, the first ending time in Qq. Prose 
in QgQ^, Ff, Rowe. 

14. self-tvill (I] selfewield selfe 
willde Q^. selfe-wiWd Q^Qj. selfe^ 
wild self-wild F^F^. 


[Enter Juliet.] After line 15, Dyce, 
Clarke. 

15. See... 5 hrift’] Separate line, Ff. 
shrift. ..look'\ her confession Pope, 

I Ian. from (Q,). 

16. Two lines, Ff. 

17. me\ om. Q^Q^. 


14. harlotry] Del. Sh. has also elsewhere used this abstract for the concrete 
not only in its own proper signification, but also in a forced meaning as a term of 
reproach; thus, and with the same adjective as here, in I Hen. IV: III, i, 198, 
spoken of the headstrong Lady Mortimer. 

Coll. (cd. 2). It is used both as an adjective and substantive. In I Hen. IV* 
II, iv, 436, Mrs. Quickly speaks of ‘ these harlotry players.* 

White. [Note on i lien. IV ; III, i, 198]. This phrase was used with as little 
meaning of reproach in Elizabeth’s time as ‘ slut’ was in Queen Anne’s, or as Lady 
Percy implies in calling hei restive husband ‘thief.’ 

16. gadding] Steev. The primitive sense of this word was to straggle from 
house to house, and collect money, under pretence of singing carols to the Blessed 
Virgin. See T. Warton’s note on Milton’s Lycidas, v. 40. 

Douce, ^^teevens’s derivation seems too refined. Warton’s authority is an old 
register at Gadderston, in these words : ‘ Receyvid at the gadyng wdth Saynte Mary 
songe at Crismas.’ If the original were attentively examined, it would perhaps turn 
out that the word in question has some mark of contraction over it, which would 
convert it vcAo gaderyng — i, e.^ gathering or collecting money, and not simply 
about from house to house, according to Warton’s explanation. 

20. prostrate here] White. The scene as it stands in (Q,) I believe to have 
been chiefly supplied from memory by some inferior versifier employed by the 
publisher. 

P 
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To beg your pardon : pardon, I beseech you ! 

Henceforward I am ever ruled by you. 

Cap, vSend for the county; go, tell him of this: 
ril have this knot knit up to-morrow morning. 

Jtil, I met the youthful lord at Laurence* cell, 2$ 

And gave him what becomed love I might. 

Not stepping o*er the boynds of modesty. 

Cap, Why, I am glad on’t ; this is well : stand up : 

This is as’t should be. — Let me see the county; 

Ay, marry, go, I say, and fetch him hither. — 30 

Now, afore God, this reverend holy friar. 

All our whole city is much bound to him. 

Jtil, Nurse, will you go with me into my closet, 

To help me sort such needful ornaments 

As you think fit to furnish me to-morrow? 35 

La, Cap, No, not till Thursday; there is time enough. 

Cap, Go, nurse, go with her : — we’ll to church to-morrow. 

\Exctmt Juliet and Nurse, 
La, Cap, We shall be short in our provision : 

Tis now near night. 

Cap, Tush, I will stir about. 


21. To beg'\ QqFf, Rowe, Capell, 
Knt. Sing. (ed. 2), Sta. Cambr. Cham. 
Ktly. And beg Pope, &c. Var. et cet. 

23. cotinty\ Count Rowe, 

Pope. 

26. becomedl becomd Q2Q3. be- 
conimed Q^Qj. becoming Rowe, &c. 


Capell. 

31. rei^erend holy\ holy reverend 
Qj, Capell. 

32. to him] to hymn Warb. conj. 
unto (QJ Steev. conj. 

36. there is] there* s F,. 

37. Two lines, Ff. 


26. becomed] Steev. For becoming ; one participle for another, — a frequent 
practice in Sh.’s day. \^Sing. Huds. White, 

Del. That is, such love as xvas befitting. It is not precisely the same as 'becoming 
love,’ which means such love as is befitting. 

39. near night] Mal. In III, v, Romeo parted from his bride at daybreak on 
Tuesday morning. Immediately afterwards she went to Friar Laurence, and he 
particularly mentions (IV, i, 90) that the next day is Wednesday. She could not 
well have remained more than an hour or two with the Friar, and she is just now 
returned from shrift ; yet Lady Capulet says, ‘ 'Tis near nighty and this same night 
is ascertained to be Tuesday, This is one of the many instances of Sh.’s inaccuracy 
in the computation of time. 

Ulr. Malone is perfectly right, and would never have made such a mistake; — ^but 
Sh., marry, was no Malone. 

Clarke. If the indications of time be examined in the present play, we shall see 
how ingeniously Sh. has taken pains to trace it all along. In Scene i, the Prince 
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And all things shall be well, I warrant 'hee, wife: 40 

Go thou to Juliet, help to deck up her; 

ril not to bed to-night ; let me alone ; 

ril play the housewife for this once. — ^What, ho !— 

They are all forth : well, I will walk myseh 

To County Paris to prepare him up 45 

Against to-morrow : my heart is wondrous light, 

Since this same wayward girl is so reclaim'd. {Exeunt 

41. up her^ her up Lettsom conj. 46. heart w] hearVs Pope, &c. Dyce 

4?. him up'X up hint Q4, Coll. (ed. (ed. 2). 
i), Ulr. lluds. Sta. White. 


desires Capiilet to go with him at once, and Montague to come to him * this after- 
noon.* In Scene ii, Capulet speaks of Montague being ‘bound* as well as himself, 
which indicates that the Prince’s charge had just been given to both of them, and 
shortly after speaks of the festival at his house ‘ this night.* At this festival Romeo 
sees Juliet when she speaks of sending to him ‘to-morrow;* and on that ‘morrow* 
the lovers are united by Fri.^^ Laurence. Act III opens with the scene where 
Tybalt kills Mercutio, and during which scene Romeo’s words, * Tybalt, that an hour 
hath been my kinsman,* show that the then time is the afternoon of the same day. 
The Friar, at the close of Scene iii of that Act bids Romeo ‘ good night;’ and in the 
next scene, Pans, in reply to Capulct’s inquiry, ‘ What day is this ?’ replies, * Monday ^ 
my lord.* This, by the way, denotes that the ‘ old accustomed feast* of the Capu- 
lets, according to a usual practice in Catholic countries, was celebrated on a Sunday 
evening. In Scene v of Act III comes the parting of the lovers at the dawn of 
Tuesday, and when, at the close of the scene, Juliet says she shall repair to Friar 
Laurence’ cell. Act IV commences with her appearance there, thus carrying on tin- 
action during the same day, Tuesday. But the effect of long time is introduced by 
the mention of ‘ evening mass,* and by the Friar’s detailed directions and reference to 
‘ to-morrow’s night ;* so that when the mind has been prepared by the change of 
scene, by Capulet’s anxious preparations for the wedding, and by Juliet’s return to 
filial submission, there seems no violence done to the imagination by Lady Capulet’s 
remarking, ‘ ’Tis now near night.* Nay, it is one of Sh.’s expedients in dramatic 
• imft for bringing on the period of the catastrophe; for Juliet retires to her own room 
with the intention of selecting wedding attire for the next morning, which her father 
has said shall be that of the marriage, anticipating it by a whole day — Wednesday 
instead of Thursday — thus naturally preparing for the immediate sequence of the 
incidents in the remainder of Act IV. 

41. up her] Dyce (ed. 2). ‘Should not the preposition come last [as in “pre- 
pare him up,” line 45, and “ trim her up,** IV, iv, 25], the pronoun not being em- 
phatic ?*— W. N. Lettsom. 

45. him up] Del. The Ff yield the better reading. The pronoun is not 
emphatic. 
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ScEKE III. Juliet's chamber. 

Enter Juliet and Nurse. 

yul. Ay, those attires are best : but, gentle nurse, 

I pray thee, leave me to rgyself to-night ; 

For I have need of many orisons 

To move the heavens to smile upon my state. 

Which, well thou know’st, is cross and full of sin. J 


Enter Lady Capulet. 


La, Cap, What, are you busy, ho ? need you my help ? 
yul. No, madam ; we have cull’d such necessaries 
As are bchoveful for our state to-morrow : 

So please you, let me now be left alone, 

And let the nurse this night sit up with you, lO 

For I am sure you have your hands full all 
In this so sudden business. 

La, Cap, Good night : 

Get thee to bed and rest, for thou hast need. 

\Excimt Lady Capulet and Nurse, 
ytd. Farewell ! — God knows when we shall meet again. 

I have a faint cold fear thrills through my veins, 1 5 

That almost freezes up the heat of life : 
ril call them back again to comfort me. 

Nurse ! — What should she do here ? 

My dismal scene I needs must act alone. — 


Scene hi.] Rowe. Scene iv. Capeil. 
Juliet’s chamber.] Rowe. 

5. kn<nv'st\ knowest Q2Q3Q^. 

6. ho do you need my (QJ 

Pope, &c. Var. Sing. Ktly. Need you 
any Com. 

8. beh(yveful'\ behovid Corn. 


14. Farewell /] Separate line, Ff. 

16. life'l fire Ff, Rowe. 

17. again'\ om. F^. 

18. Nurse I — ] Han. Nurse^ 
Rowe, See, Nurse: Q^. Nurse, The 
rest. 


15. cold fear thrills] Mal. So in Romeus and Juliet: 

* Her dainty tender partes gan shever all for dred, 

Her golden heares did stand upright upon her chillish bed. 

Then pressed with the feare that she there lived in, 

A sweat as colde as mountaine yse pearst through her slender skin,* ,,Stes» 
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Come, vial. — 20 

What if this mixture d ") not work at all ? 

Shall I be married then to-morrow moijingr 
No, no : — this shall forbid it. — Lie thou there. — ^ 

\L2ying down a dagger. 

What if it be a poison, which the Liar 

Subtly hath minister’d to have me dea^, 25 

Lest in this marriage he should be dishonour’d, 

Because he married me before to Romeo ? 


20,21. Come ^ vial! As in 

Han. In the same line in QqFf, Rowe, 
&c. Come ^ phial y come ! Ktly, reading 
Nurse,... come I as two lines, the first 
ending scene. 

22. Shall.... moming‘\ Must I of 
force be married to the Countie (Q^) 


Mai. Var. Dyce (ed. 2). Shall I of 
force be married to the Count Pope, &c. 
then'\ om. F^, Rowe. 

23. it. Lie"] it: — knife ^ lie LtiXsom 
conj. from (Q,). 

[Laying...] Johns. Pointing to 
a Dagger. Rowe, &c. om. QqFf. 


22. to-morrow morning] Knt. This speech, like many others of the great 
passages throughout the play, ’•cceived the most careful elaboration and the most 
minute touching. 

Dyce pronounces this line much more ‘ tame* than that from (Q,). 

23. Lie thou there] Steev. It appears, from several passages in our old pla3rs, 
that knives were formerly part of the accoutrements of a bride, and everything 
behovtful for Juliet’s state had just been left with her. So in Decker’s Match Me iu 
London, 1631: * See at my girdle hang my wedding knives P Again, in King 
Edward III, 1599: ‘Ilere at my side do hang my wedding knives.* Again: 

* there was a maid named, &c. — She tooke one of her knives that was some 

halfe a foote long,’ &c. &c. ‘ And it was found in all respects like to the other 

that was in her sheath! — Goulart’s Admirable Histories, 1607, pp. 176, 178. In 
Sidney’s Arcadia, b. iii, we are likewise informed that Amphialus ‘ in his crest car^ 
ried Philoclea’s knives^ the only token of her forced favour.’ \^Hal. 

Mal. In order to account for Juliet’s having a dagger, it is not necessary to have 
recourse to the ancient accoutrements of brides, how prevalent soever the custom 
may have been ; for Juliet appears to have furnished herself with this instrument 
immediately after her father and mother had threatened to force her to marry Paris : 
‘ If all else fail, myself have power to die.’ Accordingly, in the very next scene, 
when she is at the Friar’s cell, and before she could have been furnished with any 
of the apparatus of a bride (not having then consented to marry the count), she 
says : * ’Twixt me and my extremes this bloody knife shall,’ &c. \^Hal. 

Boswell. Gifford, in a note on Jonson’s Staple of News, informs us that in Sh.’s 
time * daggers, or, as they were more commonly called, knives, were worn at all 
times by every woman in England.’ [Sing, finishes the sentence] : * Whether they 
were so worn in Italy, Sh., I believe, never inquired, and I cannot tell.’ \CoU. 
Verp. JIuds. Hal. 

Coll. (ed. 2). It certainly was the case. 

Dyce. (ed. 2). ‘The omission of “knife” is peculiarly awkward, as Juliet has 
been addressing the vial just before.’ — W. N. Leitsom. 

20 




230 


ROMEO AND JULIET. 


[ACT IV, SC. iii 


I fear it is : and yet, methinks, it should not, 

For he hath still been tried a holy man. 

How if, when I am laid into the tomb, 30 

I wake before the time that Romeo 

Come to redeem me ? there’s a fearful point ! 

Shall I not then be stifled in the vault, 

To whose foul mouth no healthsome air breathes in, 

And there die strangled ere my Romeo comes ? 35 

Or, if I live, is it not very like, 

The horrible conceit of death and night. 

Together with the terror of the place, — 

As in a vault, an ancient receptacle. 

Where for these many hundred years the bones 40 

Of all my buried ancestors are pack’d ; 


29. a holy^ an holy Q^. 

32. 

Come'\ Comes Pope, &c. 

fnan.'\ man : I will not enters 

33- 

stijied^ stiffled 

tain so had a thought, (Q J Steev. Var. 

35‘ 

die'\ be Theob. Warb. Johns, 

Coll. Sing. Iluds. Sta. Claikc, Hal. Dyce 

36. 

is ?/] it is Rowe, Pope, 

(ed. 2), Ktly. 

40. 

these'\ this Q^, Cambr, 


29. holy man] Coll. The line adopted by Steevens from (QJ seems 
necessary to the completeness of the rejection of Juliet’s suspicion of the Friar. 
[ Verp. 

Ulr. If it be assumed that Juliet, or rather Sh., wishes to thrust aside utterly 
the suspicion which comes up in her mind, then this line is absolutely necessary. 
But it may fairly be asked whether this were the intention of the poet. It was 
emphatically so according to the text of (Q,). On the other hand, the enlarging and 
revising which the whole monologue received in the ‘ corrected, augmented, and 
amended’ edition of consists precisely herein that Sh. brings forward far more 
strongly and impressively than in (Q^) the doubts, the apprehensions, and horror 
which seize Juliet’s soul at the sight of the vial which she must drain, and this is 
done manifestly to place in clearer light the loftiness of her resolve and the depth 
of her love and fidelity. With this in view it would clearly be very little to the 
purpose to represent the suspicion aroused against Laurence as wholly allayed. On 
the contrary, it must remain, even if it amounts to only a dubious apprehension. 

White. There is no necessity which justifies the resumption of the line from (Q,). 

Clarke. This line from (QJ seems to us so characteristic of Juliet in its sweet, 
girlish simplicity and trustfulness that we believe it to have been what Sh. wrote 
and intended to retain, and that it was omitted by mistake in QqFf. 

37. conceit] Del. That is, the effect which Death and Night in the vaults of 
the Capulets would have upon Juliet’s imagination. 

39. As in a vault] Steev. This idea was probably suggested to Sh. by his 
native place. The charnel at Statford-upon-Avon is a very large one, and perhaps 
contains a greater number of bones than are to be found in any other repository of 
the same kind in England. ^Sin^. Knt, Verp, Iluds, 
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Where bloody Tybalt, yet but green in earth, 

Lies festering in his sh**oud ; where, as th^y say^ 

At some hours in the night spirits resc 1: \ — 

Alack, alack, is it not like that I 45 

So early waking, — what .vith loathsome sir ells 
And shrieks like mandrakes' torn out of the eartl., 

45. Alack^ alacE\ Ala., alas / 47. mandrakes''] Capell (Errata). 

&c. mar Irakes QqFf, Rowe, &c. Sing. Klly. 

47, shrieks] F^. shrikes The rest. mandrakt s Johns. 


43. Lies festering] STtEV. To fester is to corrupt. So, in King Edward III, 
1599 : * Lilies that fester smell far worse than weeds.** This line likewise occurs in 
the 94th Sonnet of Sh. The play of Edward III has been ascribed to him. [^Sing. 

45. is it not like] Del. This repeats the previous question, ‘ Is it not very 
like,’ without completing the sentence to which * the horrible conceit’ is the subject — 
a Shakespearian anacoluthon which here marks Juliet’s excitement. 

47. mandrakes] Steev. The mandrake (says Thomas Newton in his Ilerball 
of the Bible, 1587) has been idly represented as ‘a creature having life and engen- 
dered under the earth of the seed of some dead person, who hath becne convicted 
and put to death for some felonie or murther; and that they had the same in such 
dampish and funerall places, where the said convicted persons were buried,* &c, 
Iluds, Ilal, Clarke.] In Webster’s Duchess of Malfy, 1623: ‘I have this 
night dug up ^ mandrake^ And am grenon mad with it.* Again, in the Atheist’s 
Tiagedy, 1611 : ‘The cries of mandrakes never touch’d the ear With more sad 
horror.* In A Christian turn’d Turk, 1612: ‘I’ll rather give an ear to the black 
shrieks Of mandrakes^ &c. In Aristippus or the Jovial Philosopher : ‘ This is the 
mandrake’s voice that undoes me.’ [//«/. 

Nares. The English name of Mandragoras. An inferior degree of animal life 
was attributed to it, and it was commonly supposed that when torn from the ground 
it uttered groans of so pernicious a nature that the person who committed the vio- 
lence went mad or died. To escape that danger it was recommended to tie one 
end of a string to the plant and the other to a dog, u]>on whom the lat..,. groan 
W’ould then discharge its full malignity. See Bulleine’s Bitlivarke of Defence 
against Sieknesse, p. 41. These strange notions arose, probably, from the little less 
fanciful comparison of the root to the human figure, strengthened, doubtless, in 
England by the accidental circumstance of man being the first syllable of the word. 
The ancients, however, made the same comparison of its form : 

‘ Quamvis semihominis. vesano gramine feeta, 

Mandragorx pariat (lores .’ — Columeliay de 1 . Hort.^ v, 19, 

'Fhe white mandrake, which they called the male, was that whose root bore this 
resemblance. Lyte .says of it, ‘ The rooie is great and white, not muche unlyke a 
radishe roote divided into two or three partes and sometimes growing one upon 
another, almost lyke the legges and thighes of a man.’ — Transl. of Dodoens^ p. 437. 
It is supposed to cause death, in 2 Hen. VI: III, ii, 310. A very diminutive or 
grotesque figure was often compared to a mandrake; that is, to the roob^as above 
described. So in 2 Hen. IV : I, ii, 17. It was sometimes considered as an emblem 
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That living mortals hearing them run mad : — 

O, if I wake, shall I not be distraught, 

Environed with all these hideous fears ? 50 

And madly play with my forefathers* joints ? 

And pluck the mangled Tybalt from his shroud ? 

And, in this rage, with some great kinsman*s bone, 

As with a club, dash out my desperate brains ? — 

O, look! methinks I see my cousin’s ghost 55 

Seeking out Romeo, that did spit his body 
Upon a rapier’s point : — stay, Tybalt, stay I — 

Romeo, I come I this do I drink to thee. 

[She throws herself 07 i the bed. 


49. Oyif I wiike\\\d,x\. O if I walke 
Q^QgFj. Or if I wake Q^Q^, Pope, &c. 
Coll. (MS). Or if I walke F,. Or if I 
walk FjF^, Rowe. 

51. joinis\ ioynes Q^. 

53. great kinsman's'] great-kins- 
man's Del. conj. 

57- «] Qq- F,- 

Rowe. 

stay /] stay Romeo ^ — or stay ^ — 
Romeo i Nicholson conj.* 

58. Romeo thee] (QJ Pope. Ro- 
meo, RomeOf Romeo^ keeres drinke^ I 
drinke to thee, Qc^Ff, substantially, Knt. 


(ed. i). Coll. (eel. i), Ulr. Romeo, 
here's drink I Romeo, I drink to thee, 
Johns. Romeo, Romeo, Romeo, I drink 
to thee. Knight (cd. 2), Del. Sing. (ed. 
2), White, Hal. 

/ come, this do] Romeo, herds 
drink Nicholson conj.* 

She...bed.] Pope. om. QqFf. Exit. 
Rowe. Drinks ; throws away the Vial, 
and casts herself upon the Bed. Scene 
closes, Capell. She falls upon her bed, 
within the curtains, (QJ Cambr. She 
drinks and.. ..bed. Coll. (ed. 2), Dyce 
(ed. 2), Ktly. 


of incontinence ; probably because it resembled only the lower parts of a man ; as 
in 2 Hen. IV : III, ii, 338. IDyce, 

Sta. ‘ Therefore they did tye some dogge or other lyving beast unto the roote 
thereof wyth a corde, and digged the earth in compasse round about, and ir^ the 
meane tyme stopped their own eares for feare of the terreble shriek and cry of this 
Mandrack. In whych cry it doth not only dye itselfe, but the feare thereof kylleth 
the dogge or beast which pulleth it out of the earth.^ — Bulleine’s Bulwark of De- 
fence against Sicknesse, 1575. 

Halliwell. * Whereas the Latino texte hath here somnia spcculantes Mandra- 
gore, I have translated it in Englishe, our minds all occupied wylh mad fantasticall 
dreames, because Mandragora is an herbe, as phisycions saye, that causeth fc Ike to 
slepe, and therein to have many mad fantastical dreames .* — Sir T, More's IPorkes, 

* 557 . 

49. distraught] Steev. i. e., distracted. [Sing. Clarke. 

53. great kinsman’s bone] Del. This is compounded, like great-nephew, 
great-grandfather and the like. 

57. stay, Tybalt, stay !] Del. She does not call upon Tybalt to remain, but to 
hold. In her vision she imagines that he is going to hurt her lover Romeo. 

58. Romeo, I come] Dyce {^Refuarks,' &c., p. 175). The line in Q iFf is 
partly composed of a stage-direction, ^J^ere drink' having evidently crept into the 
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Scene 17 . Hall in Capulet's house. 

Enter Lady Capulet and 

La, Cap, Hold, take these keys, and letch more spices, nurse. 
Nurse, They call for dates anu quinces in the pastry. 

Scene iv.] Rowe. Scene v. Capell. i. Hoid^ Separate line, Ff. 

Hall...] Uyee. A Hall. Rowe. Capu- 2, [Exit Nu-sc. Sing. Huds. Ktly. 

let’s Hall. Theob. 


text and become * here’s drink.* [Del, Sing, (ed. 2), Huds, White, Cambr, Knt, 
(ed. 2). 

Coleridge {Lit. Rem. vol. ii, p. 157). Sh. provides for the finest decencies. It 
would have been too bold a thing for a girl of fifteen ; but she swallows the draught 
in a fit of fright. [^Iluds, 

Hudson. Schlegel has the same thought : ‘ Her imagination falls into an uproar,- 
so many terrors bewilder the tender brain of the maiden, — and she drinks off the 
cup in a tumult, to drain wnich with composure would have evinced a too masculine 
resolvedness.’ 

Knt. (Stratford ed.). We do not adopt the reading of (Q,), because come* 
would seem to imply that Romeo was dead and Juliet was about to meet him in 
another world. \_Dyce (ed. i). 

Dyce (ed. Ip I neither admire Knight’s reficted line, nor acknowledge the force 
of his objection to ^ I come? 

Stage-direction] Coll. The ‘curtains* were ‘the traverse,* as it was called, at 
the back of the stage. 

Dyck {^Life of Sh? p. 42, ed. 2). At the third sounding, or flourish of trumpets, 
the exhibition began. The curtain, which concealed the stage from the audience, 
was then drawn, opening in the middle and running upon iron rods. Other cur- 
tains, called traverses, were used as a substitute for scenes. At the back of the 
stage was a balcony, the platform of which was raised about eight or nine feet from 
the ground ; it served as a window, gallery, or upper chamber; from it a portion of 
the dialogue was sometimes spoken, and in front of it curtains were suspended to 
conceal, if necessary, those who occupied it from the audience. The internal roof 
of the stage, either painted blue or adorned with drapery of that colour, was termed 
the heavens. The stage was generally strewed with rushes, but on extraordinary 
occasions was matted. We have reason to believe that when tragedies were per- 
formed it was hung with black. Movable painted scenery there was none ; 

‘ The air- blest castle, round whose wholesome crest 
The martlet, guest of summer, chose her nest,— * 

The forest walks of Arden’s fair domain, 

Where Jacques fed his solitary vein ; 

No pencil’s aid as yet had dar’d supply, 

Seen only by the intellectual eye .’ — Charles Lamb. 

A board, containing the name of the place of action in large letters, was displayed 
in some conspicuous situation. At times, when a change of scene was necessary, 
the audience was required to suppose that the performers, who had not quitted the 
20 * 
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EnUr Capulet. 

Cap, Come, otir, stir, stir ! the second cock hath crowed, 
The curfew-bell hath rung, *tis three o’clock : 

Enter...] Rowe. Enter old Capulet. 3. Come..,cr<nv' d~\ Two lines, Ff. 

QqFf. ...hastily. Capell. 4. o\lock'\ Thcob. a clock QqFf. 


stage, had passed to a different spot. A bed thrust forth showed that tlie stage was 
a bed-chamber; and a table with pen and ink indicated that it was a counting-house. 
Rude contrivances were employed to imitate towers, walls of towns, hell-mouths, 
tombs, trees, dragons, &c. ; trap-doors had been early in use ; but to make a celes- 
tial personage ascend to the roof of the stage was more than the mechanists of those 
days could always accomplish. [Foot Note. A stage-direction at the end of Greene’s 
Alphonstis is, ^Exit Venus; or^ if you can conveniently, let a chair come down from 
the top of the stage and draw her up* See Greene’s Dramatic and Poetical IVorks, 
p. 248, ed. Dyce, 1S61.] 

2. pastry] Mal. That is, in the room where paste was made. So laundry^ 
spicery, &c. Coll. Huds. Sta. Cham. 

Sta. 

* Now having seen© all this, then shall you see, hard by 
The pastrie, mealehouse, and the roome wheras the coales do ly.* — 

A Floorish upon Fancie. by N[icholas] B[reton], Gent. 158X 

Dyce. * A Paslery, pistrina, placeniiaria* — Coles’s Lat. and Eng. Diet. 

WuiTE. That is, in the place where paste, which wc now incorrectly call pastry, 
is made. < Pastry,’ meaning a place, is analogous with ‘dairy,’ ‘aviary,’ ‘but- 
tery,’ &c., &c. 

Clarkk. Just as ‘ pantry’ was the name given to the room where bread (Latin, 
panis) in former times was exclusively kept; and ‘laundry’ to the one where wash- 
ing (old French, lavanderie) was done. 

2. dates] Beisly. Dr. Moffet, in ‘ Health Improvement,’ says of dates : ‘ They 
are usually put into stewed broths, mince-pies and restorative cullices, as though 
they were of great and wholesome nourishment.’ William Turner does not speak 
so favorably of them, ‘ as they fill the stomach full of wind, and are hurtful to them 
that are disposed to the tooth-ache. Wherefore our sweete-lipped Londoners and 
wanton courtiers do not wysely to suffer so many dates to be put into their ]iyes and 
other meats, to the great charge of their purses, and to no less undoing of the health 
of their bodies.’ In Westmacott’s ‘ Scripture Herbal’ it is said of dates ‘ that astrolo- 
gers have given them to Mars, perhaps to please the lady Venus with.’ In Sylves- 
ter’s ‘ Dubartas’ the date and olive are noticed as aiding appetite. Gerarde notices 
the Quince, and says * the marmalad or cotiniat of quinces is good and profitable to 
strengthen the stomach, that it may retain and keep the meat therein, until it be per- 
fectly digested.’ 

4. The curfew-bell] Nares. The evening bell, — couvre feu. The origin and 
purpose of this bell are well known. The original time for ringing it was eight in 
the evening; and we are tom by some writers that in many villages the name is still 
retained for the evening bell. Brand, in his observations on Bourne’s Antiquities, 
says: ‘We retain also a vestige of the old Norman curfeiv at eight in the eve- 
ning’ (chap. i). In The Merry Devil of Edmonton it is represented as having got 
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Look to the baked meats, good Angelica : 5 

Spare not for cost. 

Nurse. Go, you cot-qucan, g , 

6. Nurse.] La. Cap. Sing. (Z. Jack- pell, Var. et cet. 

son conj.), Verp. Iluds. Ktly. 6, 7* Get'\ go . — [To Cdp.] Get 

Go'\ QqFf, Knt. Dyce, Sta. Cham. Hunter conj. (witbc.awn). 

Cambr. Ktly. Go^ go Theob., &c. Ca- 


an hour later : ‘ Well, ’tis nine o’clock, ’tis time ♦o ring the curfew^ — O. PI, V..292. 
By [this] passage in Romeo and Juliet it seems that die bell which vas commonly 
used for that purpose obtained in time the name of the curfeu-bclly and was so called 
whenever it rung on any occasion. ... At the regular time it probably was called 
simply the curfew ; at others, if it was known that the same bell was used, it might 
be said, as above, that the curfew-bell had rung. 

Ritson. The cwfew-bell is universally rung at e'ght or nine o’clock at nighi; 
generally according to the season. The term is here used with peculiar impropriety, 
as it is not believed that any bell was ever rung so early as three in the morning. 
The derivation of curfeu is well known; but it is a mere vulgar error that the insti- 
tution was a badge of slavery imposed by the Norman Conqueror. To put out the 
fire became necessary only because it was time to go to bed. And if the curfew 
commanded all fires to be exanguished, the morning bell ordered them to be 
lighted again. In short, the ringing of these two bells was a manifest and essential 
service to jieople who had scarcely any other means of measuring their time. \^Cham. 

MitforI) {^Gent. Mag.^ 1845, P- 579 )* not mean that the bell rang for 

curfew, but that the same bell which was used for the curfew was now rung as the 
mor 7 iing bell. 

Del. In all other passages Sh. uses curfew in its own proper significatior. And 
yet (Q,) has; The curfew-bell hath rung, ’tis four o’clock. 

Ulr. It is very unlikely that it should be rung as early as three o’clock in the 
morning; and old Capulet in his furrying officiousness only imagines that he has 
heard it. 

White. An error inexplicable to me. The curfew-bell was rung at eight in the 
evening. It is still rung at nine in New England, though within the last ten years 
the custom has been rapidly disappearing. Sh. elsewhere (Meas. for ? 4 eas., IV, ii, 
78, and Lear III, iv, 2i) uses ‘ curfew* correctly. 

Clarke. Inasmuch as the same bell was used for ringing the last thing at night 
and the first thing in the morning, it is probable that what is here familiarly called 
‘the curfew-bell,’ means, more strictly speaking, ‘the matin-bell.* 

5. Look to the baked meats] Steev. Sh. has here imputed to an Italian 
nobleman and his lady all the petty solicitudes of a private house concerning a pro- 
vincial entertainment. To such a bustle our author might have been a witness at 
home ; but the like anxieties could not well have occurred in the family of Capulet, 
whose wife, if Angelica be her name, is here directed to perform the office of a 
housekeeper. \JIal. 

Mal. Such were the simple manners of our poet’s time that, without doubt, in 
many families much superior to Sh.’s, the lady of the house gave directions concern- 
ing the baked meats. [/Ar/. 

Ulr. Whether it be an Italian custom or not, it is characteristic of the restless 
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Get you to bed ; faith, you’ll be sick to-morrow 
For this night’s watching. 


nature of old Capulet to be far more concerned for the brilliancy of his festival than 
for the happiness of his daughter. 

5. good Angelicr.] Del. It is doubtful whether, under this appellation, Lady 
Capulet or the Nurse be addressed. Yet the former is more likely, since spare not 
for cost more propeily applies to the Countess than to the Nurse in her subordinate 
position. 

6. ^ Nurse] Z. Jackson Genius Justified' 1818, p. 424). Can we imagine 

that a nurse would lake so great a liberty with her master as to call him a cot-quean^ 
and order him to bed ? Besides, what business has the Nurse to reply to a speech 
addressed to her mistress? Lady Capulet afterwards calls her husband a mouse- 
hunt; another appellation which, like cot-quean, none but a wife would dare to use. 
[ Verp, Iluds. 

Sing. (ed. i). This speech should surely be given to Lady Capulet. The Nurse 
had been sent for spices, and is shortly after made to re-enter. 

Coll. (ed. 2). We can readily suppose that the Nurse was allowed considerable 
conversational license in a family where she had lived so long; at the same time we 
admit that there is some, though not sufficient, ground for assigning this speech to 
Lady Capulet. 

Dyce (ed. 2). Walker {*Crit.' &c., vol. ii, p. 184) would assign this speech to 
Lady Capulet (as Singer docs) ; but that alteration is forbidden, at least by (Q,), 
where the next speech stands thus: *Cap, I warrant thee Nurse I haue ere now 
watcht all night, and haue taken no harme at all.* Theobald’s reading is probably 
what Sh. wrote. 

Ktly. Singer was most certainly right in giving this speech to Lady Cafiulet; for 
the Nurse was hardly present. 

6. cot-quean] Nares. Probably a cock-quean — that is a male quean, a man 
who troubles himself with female affairs. It continued long in use in this sense, and 
is quoted by Addison, who compares a woman meddling with state affairs to a man 
interfering in femplo business, a cot-quean, adding, ‘ Each of the sexes should keep 
within its bounds.’ It seems to have meant, also, a hen-pecked husband, which 
suits the same derivation. [ Verp. Pluds.'] In the following passage it means mas- 
culine hussy. It is spoken by Ovid, as Jupiter, to Julia, as Juno: ‘We tell thee 
thou angerest us, cot-quean; and we will thunder thee in pieces for thy cot- 
queanity' — B, Jons., Poetaster, IV, iii. [//<*/. 

Hunter. A cot-quean is the wife of a faithless husband, and not, as Johnson, who 
knew little of the langu.'ige of Sh.’s time, explains it, ‘ a man who busies himself 
about kitchen affairs.* It occurs twice in Golding’s translation of the Story of 
Tereus. The Nurse is speaking to Lady Capulet, and the word calls forth all the 
conversation which follows about jealousy. Authorities for this being the true sense 
might be produced in abundance. 

Dyce i^Few JVotes,* p. 1 13). But Golding, in the passage to which Hunter refers, ha« 
cuc-queane, which is a distinct word from cot-quean, though they are sometimes con- 
founded by early writers, — a cuc-quean (cuck quean, or cock quean') meaning a she- 
cuckold ; a cot-quean, a man who busies himself too much in women’s aflairs. [Sub- 
stantially, Sing, (ed. 2), Coll, (ed. 2).] In Fletcher’s Love's Care, Act II, Sc. ii, 
Hcbadilla says to Lucio (who has been brought up as a girl) : * Diablo I what should 
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Cap. No, not a whit : what ! I have watch’d ere now 
All night for lesser cau^e, and ne’er teen sick. lo 

La. Cap. Ay, you have been a moube-hunt in your time; 

9, what om. Rowe, ^ R*5we, &c, Capell. 

10. Ies 5 er\ lesse Qj* 


you do in the kitchen ? Cannot the cooks lick tht'r fingers, without your ov ^rseeing? 
nor the maids make pottage, except your dog’s head be in the pot ? Don Lucio ? 
Don Quot-quean^ Don Spinster! v^ear a petticoat stil’, and put on vour smock a’ 
Monday ; I will have a baby o’ clouts made for it, like a gre-it girl,’ — where * QuoU 
quearC is a corrupt form of * Cot-quean.* Even in Addison’s days the word oot-^ 
quean was still used to signify one who is too busy in meddling with women’s affairs. 
See the letter of an imaginary lady in The Spectator j No. 482. Hunter’s notion that 
♦the Nurse is speaking to Lady Capulet’ is, 1 think sufficiently disproved by the 
context. 

Hunter. Few Words in Rep/y,* &c., 1853, p 19). Finding * cutquean* in 
Golding’s Ovid used in a sense which could be applied only to a female, it appeared 
to me that this free expression must be addressed to Lady Capulet, and not to her 
husband. My idea was that there ought to have been a break at ‘ go j’ that, having 
thus in her unceremonious maUiier dismissed the Lady, she then turned herself to 
Capulet himself. Dyce is quite right in saying that the context sufficiently disproves 
the notion that the Nurse was speaking to the Lady, if we take the passage without 
the break. Dyce further says that Golding writes, ♦ cucquean* Not always — for in 
my copy of Golding, 4to, 1593, printed by John Danler, Sign. 1 , iv, we have : * But 
she considering that Queen I’rogne was a cutquean made by means of her.* He 
does, however, write ♦ cucquean’ in another place. On the whole, I nov^ agree 
with Dyce, and others, in thinking that the * cotquean’ of the Nurse does mean * a 
man that busies himself in women’s affairs,’ and that the whole of what the Nurse 
says is addressed to Capulet. The jealous-hood, which might appear naturally 
enough to arise out of the use of such a word as that which the Nurse used, seems to 
have an origin later in the dialogue. 

Sing. (ed. 2). That a cot-quecn signified a man who troubled himself with female 
affairs, what has since been called a molly-coddUy as well as a hen-pecked husband, 
is quite certain. Thus, Hall in his Sixth Satire, b. iv ; 

* And make a drudge of their uxorious mate, 

Who like a cot-quean freezeth at the rock.’ 

It is probably derived from the Fr., coquine. 

White. As late as the beginning of the last century, a man given to prying into 
women’s matters was called a cot-quean. See Vanlfru^Fs Confederacy (1705), 
Act II : ^Money-trap, You won’t take it amiss if I should ask you a few questions? 
— Flippanta, What’s this Cot-quean going to pry into now?’ And in the Craven 
dialect a man fond of cooking for himself is called a cot. 

Halliwell. I half suspect, however, that it was a generic term of reproach. 
Compare the following lines in the Scourge of Venus, or the Wanton Lady, 1614; 

* How will thy mother thinke herselfe abus’d, 

That hast made her a quot-gueane shamefully.’ 

II. a mouse -hunt] Henley. The marten. \Sing. Huds , 
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But I will watch you from such watching now. 

[Exeznit Lady Capidet and Nurse. 
Cap» A jealous-hood, a jealous-hood ! — 

Enter three or four Servingmen, with spits^ and logSy and baskets. 

Now, fellow, 

What’s there ? 

12. [Exeunt,..] Exit Lady and Nurse. 13. jealous-hood'] Hyphen, 

QqFf. Exit Lady Capiilet. Sing. Servingmcn] om. QqFf, Rowe, 

13,14. Capell. (3neli.ie &c. 

in Qq. Two, the second beginning 14. What^s] what is Q(\. whatY^. 

NoWy in Ff, Rowe, &c. 

Holt White. ‘Cat after kinde, good mouse-hunt,’ is a proverb in Ileywood’s 
dialogue, 1598, isl pt., c. 2. \^Sing, lJuds. Sta. 

Steev. The intrigues of this animal, like those of the cat kind, are usually car- 
ried on during the night. [^Sirg. Jluds.] This circumstance will account for the 
appellation which Lady Capulet allows her husband to have formerly deserved. 
[ Cham, 

Nares. a hunter of mice ; but evidently said by Lady Capulet with allusion to a 
different object of pursuit, such as is called mouse only in playful endearment. The 
commentators say that in some counties a weasel is called a mou^e-hunt. It may be 
so ; but it is little to the purpose in this passage. \^Dyce, 

Coll. It is a stoaty so still called in Norfolk and Suffolk. See Holloway’s * Gen. 
Provincial Dictionary,’ 1838. Lady Capulet of course uses the term metaphorically. 

Sta. The marten, an animal of the weasel tribe, is called a mouse-hunt ; and 
from Lady Capulet’s use of it the name appears to have been familiarly applied to 
any one of rakish propensities. 

Halltwell. That is, a hunter of women, for whom mouse was formerly a term 
of endearment. There does not appear, as some think, to be an allusion to an 
animal so called. 

Dyce. ^ Mouse-hunty the stoat ; the smallest animal of the weasel tribe, and pur- 
suing the smallest prey. It is in this same sense that Cassio in Othello calls Bianca 
a * fitchew,’ — that is, a polecat. All animals of that genus are said to have the same 
propensity, on which it is not neccssarj' to be more particular.’ — Forby’s Vocah. of 
East Anglia. ^ Mouse- Hunt. A sort of weasel or pole-cat. It is found in corn-stacks 
and stack-yards, and is less angrily looked on than others of that tribe, as the far- 
mers think its chief food and game are mice (or meecey as we call them), and not 
poultry. It is a small species, brown on the back, the belly white,’ &c. — Mooi’s 
Suffolk WordSy &c. (Milton, too, uses the word metaphorically ; ‘ Although I know 
many of those that pretend to be great Rabbles in these studies, have scarce saluted 
them from the strings and the title-page ; or, to give ’em more, have bin but the 
Ferrets and Mous-hunts of an Index,* &c. — Of Reformation in England, &c. B. i, 
Prose Works, vol. i, p. 261, ed. Amst., 1698, folio). 

13. A jealous-hood] Del. Jocosely formed, like womanhood and the like, per- 
haps also in the double sense of a jealous woman's hood. In the old eds. it is two 
separate words. 

Ulr. It is a question whether Sh. meant this as \ compound word. In all the 
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First Scrv. Things for the cook, sir, Sut I know not what. 15 
Cap. Make haste, make haste. ' [ExJ First Servi] — Sirrah, 
fetch drier logs : 

Call Peter, he will show thee where they are. 

Sec. Scrv. I have a head, sir. that wih fiiid out logs, 

And never trouble Peter for the niacter “ \Exit 

Cap. Mass, and well said ; a meriy whoreson, ha! 20 

Thou shalt be logger-head. — Good fa’th, 'tis day : 

The county will be here with music straight, \RIusic within., 
For so he said he would. I hear him near. — 

Nurse I — Wife ! — What, ho ! — What, nurse, I say ! 

Re- enter Nurse. 

Go waken Juliet, go and trim her up; 

I’ll go and chat with Paris : — hie, make haste, 

Make haste : the bridegroom he is come already : 

Make haste, I say. 


25 

\Exeunt 


Scene V. yidicfs chamber; yiiliet on a bed. 

Enter Nurse. 


Nurse. Mistress! what, mistress! Juliet! fast, I warrant her, 
she : 

Why, lamb ! why, lady ! fie, you slug-a-bed ! 

Why, love, I say ! madam ! sweet-heart ! why, bride 1 
What, not a word ? you take your pennyworths now ; 


Sleep for a week ; for the next 

19. [Exit.] Capell. Exit Sec. Serv. 
Cambr. after loggerhead, line 21. 

faith'\ father Q^Q^F,, Knt. Coll, 
(ed. I), Ulr. Del. Huds. White. 

22. [Music within.] Capell. Play 
Musickc. (after line 21) QqFf. After 
line 23 I Ian. Dyce. After would. 
line 23, Cambr. 

24. Re-enter Nurse.] Dyce, Cambr. 
Enter Nurse. QqFf. 

27. om. Rowe, Pope, Han. 

27, 28. Make...say.'\ One line, Qq. 


, I warrant, 5 

Scene v.] Pope. Scene vi. Capell. 

Juliet’s....] Theob. Scene draws and 
discovers Juliet on a Bed. Rowe. Anti- 
room of Juliet’s Chamber. Door of the 
Chamber open, and Juliet upon her 
Bed. Capell. Juliet’s Chamber. Cambr. 

Enter....] Han. Re-enter.... Theob. 
om. QqFf. 

I. shel om. F^F^F^, Rowe, &c. Ca- 
pell. 

4. pennyworths] penniworth Q^. 


old eds. the hyphen is wanting, — therefore equivalent to ‘A jealous hood (cap),’— 
perhaps at that time a not uncommon nieP name for a jealous old woman. 
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The County Paris hath set up his rest 

That you shall rest but little. — God forgive me, 

7. shall'\ should 7. little . — God.. .mei] little :...mefQ^. 

little, ...me. little, ... me ; Ff. 


6. set up his rest] Steev. This expression, frequently employed Jjy the old 
dramatic writers, is taken from the manner of firing the harquebuss, which was so 
heavy that a supporter, called a rest, was fixed in the ground before the piece was 

levelled to take aim. Decker, in Old Fortunatus, 1600: * set your heart at 

rest, for I have set up my rest, that unless you can run swifter than a hart,’ &c. Also 

in B. and Fl.’s Elder Brother : * My rest is up. Nor will I go less.’ Again in 

the Roaring Girl, 1611 : * Like a musket on a rest.^ See Montfaucon’s Monarchic 
Fran^oise, tom. v, pi. 48. \^IIal, 

Reed. It is, however, oftener employed with reference to the game at primero, 
in which it was one of the terms then in use. In the second instance above quoted 
it is certainly so. See Dodsley’s Collection of Old Plays, vol. x, p. 364, edit. 1780, 
where several instances are brought together. [//«/. 

M. Mason. It means that the gamester has determined what stake he would play 
for. In the passage from Fletcher’s Elder Brother, where Eustace says, ^My rest is 
up, and I will go no less,’ he means to say, my stake is laid, and I will not play for 
a smaller. The same phrase very frequently occurs in the plays of B. and FI. It 
is also used by Lord Clarendon in his History, as well as in the old comedy of Sup- 
poses, 1587. [I/al. 

Boswell. Nash quibbles upon this word in his Terrors of the Night : * You that 
are married and have wives of your owne, and yet hold too nere frendship with your 
neighbours, set up your rests, that the Night will be an il neighbour to your rest, and 
that you shall have as little peace of mind as the rest.’ {Sing. Hal. 

Nares. a metaphor from the game of primero, meaning, to stand upon the cards 
you have in your hand in hopes that they may prove better than your adversary. 
Hence to make up your mind, to be determined. It is fully explained in an epigram 
of Sir J. Harington’s, where Marcus, a foolish gamester, is described as standing at 
first upon small games and consequently losing ; but still losing, by the fraud of his 
antagonists, even when he grew more wary. Hence we may see how erroneous was 
one of Steevens’ explanations of this phrase. I say one, for he has given the right 
in other places. A rest was, in fact, an appendage to every matchlock gun, not 
particularly the harquebuss, because the soldier could not manage his match without 
it. There was, therefore, such a rest, but that was not the allusion. \^Sta. sub- 
stantially. 

Sing. (ed. l) [Note on All’s Well, H, i, 138]. This word furnished many other 
proverbial expressions among the Italians, one of which is to be found in the CirifFo 
Calvanco of Luca Pulci : del suo resto,' to adventure all. 'Haver fatto del resto* 

to have lost all or have nothing to rest upon. 'Riserbar il Resto' to reserve one’s 
rest, to be wary and circumspect, &c., &c. All authorities are decisive upon the 
derivation of this word from Primero, as Nares has amply shown. ... In Spanish 
too, 'Echar el resto' to set or lay up one's rest, has the same origin and figurative 
meaning — to adventure all, to be determined. We shall now, it is to be hoped, hear 
no more of musket rests, &c., in explanation of this phrase. 

Coll. (ed. i). A figurative expression apparently derived from the mode of firing 
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Many, and amen, how sound is she asleep ! 

I needs must wake her. — Madam, mada.n, madam 1 

9. needs inust'\ Q,. must needs Dyce, 

The rest, Rowe, &c. Knt. Sing. (ed. 2), Lg^es towards the Red. Capell. 

the heavy harquebuss by placing the barrel upon a rest or support. The plirase was 
applied in a variety of ways, generally indicating detcrni’ lation ; as at the game of 
Primero, a person who had staked all tlie money he meant to risk at once was said 
to have ‘ set up lAs rest.* It was in con ,tant use 

Huds. The same as to ma^e up onds mind, Launcelot (Mer. of Ven. II, ii, no) 
has a similar quibble. See also Com. of Errors, IV, iii, 27. 

Coll. (cd. 2) [Note on All’s Well, II, i, 138]. This expres'^ion is not derived 
from Primero or any other game of cards, but originally from musketry. . . . Dyce, 
in his Beaumont and Fletcher, always refers it to some game and not to its true 
original. We say this in spite of Gifford. — Ben Jonson^ vol. i, p. 107. 

Dyce (ed. 2). This phrase, meaning that the speaker is perfectly determined on 
a thing, is * a metaphor taken from play, where the highest stake the parties were 
disposed to venture was called the rest. To appropriate this term to any particular 
game, as is sometimes done, is extremely incorrect.’ — f jifford’s note on Plassinged $ 
Works f vol. ii, p. 2i, ed. 1813. 

Ktly. {N. and QuA 2d Ser. vol. xii, p. 65, 1861). I have more than once re* 
marked the slender acquaintan ’ with the language and literature of Spain shown 
by our Shakespearian critics, and the present is an instance, and a strong one, of the 
truth of my observation. Set up resty they all tell us, belonged to the game of Pri- 
mero, which was derived from .Spain. Now the dictionary of the Spanish Academy 
defines Resto in these words (the reader must excuse my quoting Spanish) : * En los 
juegos de envite es aquella cantitad que separa el jugador del demas dinero para 
jugar y envidarj’ and Echar el resto (set up the rest), * En el juego donde hai 
envites envidar con todo el caudal que uno tiene delante y de que hace su resto.* 
Envidar and envite, I may here observe, come from the I.atin verb invito, and 
signify challenge, wager, bet — a sense in which the Italians also use their verb invi- 
tare, and which is also to be found in the French il Venvi and our own vie. Rest, 
then, is a Spanish term which was adopted along with the Spanish name of the game 
PHmero (proiierly Brimera), or Quino/a, a term also in use; just as when the Span- 
ish game of Ombre came into England it brought in its train Basto, Spadilla, 
nilla {Malilla), Matador, Another term which came with Primero was flush, the 
Spanish flux, the sibilant, as usual, taking the place of the guttural. It is plain 
that the rest was different from the stake, and was what we term a bet. It may be 
finally observed that set tip was equivalent to lay down, and arose from the piling up 
of the money ventured, and that we still use set and lay with an ellipse in each case 
of the preposition. Set up rest soon came to be used in a general sense, as meaning 
make up one’s mind, resolve on — a sense in which it occurs more than once in Sh. 
The same seems to have been the case in Spanish. 

Ktly. and Qu.' 2d .Ser. vol. xii, p. 451, 1861). It has struck me as being 
rather strange that our forefathers, when they got the game of Primero from Spain, 
did not render echar el resto literally, ‘ Put or lay down the rest.’ I believe the 
reason was that they had the phrase set up rest already, but in its military sense, and 
so they frugally made it do double duty. Steevens was not altogether wrong in hit 
derivation of this phrase. 

2} Q 
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Ay, let the county take you in your bed; 10 

Hell fright you up, i* faith. Will it not be ? 

What, dress'd ! and in your clothes ! and down again ! 

I must needs wake you ! Lady ! lady ! ladyj 
Alas, alas ! Help, help ! my lady’s dead ! 

O, well-a-day, that ever I was born ! IS 

Some aqua-vitae, ho ! My lord ! my lady ! 

Enter Lady Capulet. 

La. Cap. What noise is here ? 

Nurse. O lamentable day! 

La. Cap. What is the matter ? 

Nurse. Look, look I O heavy day! 

La. Cap. O me, O me I My child, my only life. 

Revive, look up, or I will die with thee. 20 

Help, help I call help. 

Enter Capulet. 

Cap. For shame, bring Juliet forth ; her lord is come. 

Nurse. She’s dead, deceased, she’s dead ; alack the day ! 

La. Cap. Alack the day, she’s dead, she’s dead, she’s dead ! 
Cap. Ha I let me see her. Out, alas ! she’s cold ; 25 

Her blood is settled and her joints are stiff ; 

Life and these lips have long been separated. 

Death lies on her like an untimely frost 
Upon the sweetest flower of all the field. 

Nurse. O lamentable day ! 

La. Cap. O woeful time ! 30 

Cap. Death, that hath ta’en her hence to make me wail. 

Ties up my tongue and will not let me speak. 


II. 

fright ] fer7^et Long MS.* 

18. 

Look^ looliS^ Look Pope, &c. 


[Undraws the curtains.] Capell, 

24. 

om. Pope, &c. 

Cambr. 

29. 

all'\ om. Rowe, Pope, I Ian. 

13- 

wakel awake Rowe. 


field. field. Accursed timet 


[shaking her. Cajjell. unfortunate old man ! Pope, &c. from 

15, well-a-dayl wereaday wele- (Qi)* Also Var. 
aday Q^. weary day Anon, conj.* 


25. let me see her] White. The variations between the earlier and later texts 
are very great in this scene. The commonplace thoughts and the feeble, formal 
rhythm of the former, in most of the passages peculiar to it, warrant the belief thar 
they were supplied by another hand than Sh.’s. 

32. will not let me speak] Mal. Si*, has here followed the poem dosely. 
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Enter Friar Laurence and P\Rir with Musicians. 

Fri, L. Come, is the bride ready to f^o to church ? 

Cap, Ready to but never to return. 

O son, the night before thy wedding-day 35 

Hath death lain with thy wife : see, there she lies, 

Flower as" she was, deflowered by him. 

Death is my son-in-law, death is my heir ; 

My daughter he hath wedded : I will die, 

And leave him all ; life, living, all is Death's. ^ 40 


33. Fri. L.] Par. (QJ Sta. 

35. thyl the Rowe (ed. 2)*. Pope, 
Man. 

36. w{fe'\ bride (QJ Steev. (1778), 
Var, Sta. 

see'\ om. QqF^, Knt. Corn. Coll. 
Ulr. Del. Sing. (ed. 2), lluds. Dyce 
(ed. I), White. Clarke, Hal. Ktly. 
there'\ Thlre Ktly. 

37. deflowered^ Steev. (179^'. de- 


flozvred QqF^. deflowred now de- 
flower'' d now F^^F^, Rowe, &c. Capell. 
deflowered Johns. Steev. (1773). 

38-40. death is my heir,..Death's\ 
om. Pope, &c. 

40. af! ; life^ living Coll, all life 
livings Q,,Q3Ff. all, life, living, Q^Q^, 
Rowe, all : life leaving, Capell, Var. 
Knt. 


without recollecting that he had made Capulet, in this scene, clamorous in his grief. 
In Romeus and Juliet, Juliet’s mother makes a long speech, but the old man utters 
not a word : 

* But more than all the rest the father’s hart was so 
Smit with Ine heavy newes, and so shut up with sodaiu woe, 

I’hat he ne had the powre his daughter to bewepe, 

Ne yet to speake, but long is fors’d his teares and plaint to keepe.* \Sing, 

33. Fri. L.] Sta. Every edition but (Q,) assigns this speech to the Friar; but 
at the present juncture he is too critically placed to be anxious to lead the conver- 
sation. Moreover, the answer of Capulet tends to show that Paris had asked the 
question. 

Dyce (ed. 2). Would the deeply-enamoured Paris speak of his Juliet merely as 
* the bride' ? 

36. Hath death lain] Sir W. Rawlinson. Euripides has sported with this 
thought ill the same manner, Iphig. in Aid., ver. 460 : 

Ttjv 5’ av raXaivav rrapBevov {ri napOevov; 

^At6ij5 viv, ais eoiKc, vvp,^ev<ret, raxa). [Sing. 

Steev. Perhaps this line is coarsely ridiculed in Decker’s Satiromastix ; ‘Dead: 
she’s death’s bride ; he hath her maidenhead.’ [Sing. 

Mal. Decker has the same thought in his Wonderful Yeare: ‘Death rudely lav 
with her, and spoiled her of a maidenhead in spite of her husband.’ [Sing. 

36. see] Dyce (ed. 2). An addition from the passage as given in (Q,). 

Cambr. Although ‘ see’ was doubtless a conjectural insertion of the editor of F,,, 
in order to complete the metre, like his addition of ‘ now* in the next line, yet, as 
the word occurs in the corresponding passage of (Q^), we have decided on the whole 
to retain it. 

40. life, living,] Coll. (ed. ’). All modern editors since the time of Steevens 
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Par, Have I thought long to see this morning’s face, 

And doth it give me such a sight as this ? 

La, Cap, Accurst, unhappy, wretched, hateful day 1 
Most miserable hour that e'er time saw 

In lasting labour of his pilgrimage ! 45 

But one, poor one, one poor and loving child. 

But one thing to rejoice and solace in, 

And cruel death hath catch’d it from my sight! 

Nurse, O woe 1 O woeful, woeful, woeful day ! 

Most lamentable day, most woeful day, 50 

That ever, ever, I did yet behold ! 

O day 1 O day 1 O day ! O hateful day ! 

Never was seen so black a day as this ; 

O woeful day, O woeful day I 

Par, Beguiled, divorced, wronged, spited, slain! 55 

Most detestable death, by thee beguiled, 

41. long^ hue Q,,. 46. loving\ living Johns. (1771)*, 

44. ^er time'] time e^er Rowe (ed. 48. catch^d'] snatch'd Capcll conj. 

2)*, &c. 54. •woeful day I"] •woeful^ •woeful day\ 

46. one poor and] one dear and Allen conj. MS. 

S. Walker conj. 

have introduced an extraordinary corruption here by reading ‘ life leaving' Every 
old copy gives the passage as it stands in our text, and there can be no possible 
reason for changing * living’ to leaving, Capulet says that death is his heir — that he 
will die and leave death all he has — viz., * life, living,’ and everything else. Malone 
applauds Steevens for his emendation. Barron Field fully concurs in this return to 
the authentic text. [ Verp.^ substantially. 

Sta. Most of the modern editors follow Capell, whose change is uncalled for ; 
* living' here implies possessions ^ fortunes y not existence. We meet with the same 
distinction between life and living in the ‘ Merc, of Ven.,’ V, i, 286, where Antonio, 
whose life had been saved by Portia, says : * Sweet lady, you have given me life and 
living.' 

41. Have I thought] White. After this line, (QJ has a passage which requires 
higher authority than that of such a publication to cause it to be received as Sh.’s. 

45. labour] Del. This word, as applied to the toilsome progress of time, Sh. 
has again used in Timon, HI, iv. 8. 

48. from my sight] Ulr. [Quotes the stage-direction of (Q^) at the end of this 
speech, and continues] : If this passage and the whole scene as it stands in (Q^) do 
not prove that Romeo and Juliet in its earliest shape belongs to the youthful labours 
of Sh., then all proofs of the date of its origin drawn from the internal and circum- 
stantial evidence of the piece must be entirely discarded. 

49, O woe !] White. In this speech of mock heroic woe, and perhaps in the 
two that follow, Sh. seems to have ridiculed, as he has done elsewhere, the transla 
tion of Seneca’s Tragedies, published in 1581. 
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By cruel cruel thee quite overthrown ! 

O love ! O life ! not life, but love in death I 

Cap. Despised, distressed, hated, ma^tvr’d, kill dl 
Uncomfortable time, why earnest thou now 60 

To murder, murder our solemnity ? 

O child ! O child ! my soul, and net my child ! 

Dead art thou ! Alack, my child is dead; 

And with my child my joys are buried ! 

Fri. L. Peace, ho, for shame ! confusion's cure lives not 65 
In these confusions. Heaven and yourself 
Had part in this fair maid ; now heaven hath all, 

And all the better is it for the maid : 

Your part in her you could not keep from death ; 

But heaven keeps his part in eternal life. 70 


63. Dead art thou /] Dead art thou / 
dead; Theob. Warb. Johns. Capell, 
Steev. Har. Sing. (ed. i), Cat > Haz. 
Cham. Dyce (ed. 2), Ktly. Dead^ dead, 
art thou / Malone conj. 


65. confusion* s cure"] Theob. confu- 
sions care confusions, care QgQ^Qj. 
confusions : Care Ff. confusions ? care 
Rowe. 

lives'\ lies Lettsom conj. 


65. Peace, &c.] Birch {^Philosophy and Religion of Sh.*). The Friar employs 
the language of religion equivocally, or gives a meaning to it in words, which, from 
the occasion, proves false. When Juliet is merely sleeping from the effects of a 
draught given to her by himself, he addresses the consolations of religion to her 
family as though she were dead. He calls the grief of her relatives on this occasion 
' reason’s merriment,’ and foregoes the character of a priest when she is really dead. 

65. lives] Dyce (ed, 2). Here too Lettsom would alter *lives* to Mies* (Live 
and lie, as we have already seen, were frequently confounded by transcribers and 
printers). 

65-83. Peace . . . merriment] Cambr. Instead of this speech Pope has the 
following ; 

*Rri. Oh peace for shame— 

Y 3ur daughter lives in peace and happiness, 

And it is vain to wish it otherwise. 

Heav’n and your self had part in this fair maid. 

Now heav’n hath all — 

Come stick your rosemary on this fair corpse, 

And as the custom of our country is. 

In all her best and sumptuous ornaments 
Convey her where her ancestors lie tomb’d.* 

The last three lines are verbatim from (QJ. Hanmer follows Pope, with a differ 
ent arrrngement in the first lines, which he prints thus : 

* Oh peace for shame— your daughter lives in peatco 
And happiness, and it is vain to wish 
It otherwise. Heav’n and your self had part 
In this fair maid, now heaven hath her all— 

Come’ &C. 


• 
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The most you sought was her promotion, 

For 'twas your heaven she should be advanced : — 

And weep ye now, seeing she is advanced — 

Above the clouds, as high as heaven itself? 

O, in this love, you love your child so ill, 75 

That you run mad, seeing that she is well : 

She’s not well married that lives married long. 

But she’s best married that dies married young. 

Dry up your tears, and stick your rosemary 

On this fair corse, and, as the custom is, 80 

In all her best array bear her to church : 

72. she\ that she Rowe. Thcob. conj.* 

74, itself himselfe 8l. /;/ ^//] Capell, from (Q^). And 

78. om. Johns. (1771).* «« QqFf, Theob. Warb. Johns. Ulr. All 

dies married~\ dies unmarried in Rowe. 

76. she is well] Clarke. One of several allusions in Sh. to the conventional 
mode of saying of the dead that they are ‘well.' See Wint. T., V, i, 30. 

79. rosemary] Douce. This plant was used in various ways at funerals. Being 
an evergreen, it was regarded as an emblem of immortality. In an obituary kept 
by Mr. Smith, preserved in the British Museum, is the following: ‘Janr. 2, 1671. 
Mr. Cornelius Bee bookseller in Little Britain died; buried Jan. 4. at Great St. 
Bartholomew’s without a sermon, without wine or wafers, only gloves and ros- 
maryl And Gay, when describing Blouzelinda’s funeral, records that ‘ Sprigg’d 
rosemary the lads and lasses bore.’ 

Nares. It was carried at funerals, probably, for its odour, and as a token of re- 
membrance of the deceased ; noticed as late as the time of Gay, in his Pastoral Dirge 

Dyce. This plant was formerly supposed to strengthen the memory : 

* He from his lasse him laiiander hath sent, 

Shewing her loue, and doth requital! craue; 

Him rosemary his sw'eet-heart, whose intent 
Is that he her should in remembrance haue.* — Drayton’s Ninth Eclogue, 

80. as the custom is] Hunter. ‘The burials are so strange both in Venice 
and all other cities, towns, and parishes of Italy, that they differ not only from Eng- 
land but from all other nations whatever in Christendom. For they carry the corse 
to church with face, hands, and feet all naked, and wearing the same apparel that 
the person wore lately before it died, or that which it craved to be buried in ; which 
apparel is interred together with their bodies.’ — Coiyat, Crudities, vol. ii, p. 27. 
[Sta. 

81. In all] Ulr. According to the text that I have k»llowed, the emphasis falls 
on * as the custom is ;* that is to say, the Friar recommends them (for everything 
depends on it) to inter Juliet on that selfsame day on an open bier, &c. He only 
casually adds ‘ and in her best array,’ which, although, to be sure, it was the custom, 
was of nc^special importance either to him or in itself. If the reading, ‘/« all her 
best arrays be adopted, and a comma be placed after ‘ is' all the emphasis will be 
thrown upon this wholly indifferent circumstance, which injures the sense of the 
speech. 
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For though fond nature bids us all lament. 

Yet nature’s tears are reason’s merriment. 

Cap, All things that we ordained festival, 

Turn from their office to black funeral : 85 

Our instruments to melancholy bfUs; 

Our wedding cheer to a sad buna! feast ; 

Our solemn hymns to sullen dirges change ; 

Our bridal flowers serve for a buried corse. 

And all things change them to the contrary. 90 

Ffi, L. Sir, go you in ; — and, madam, go with him ; — 

And go, Sir Paris ; — every one prepare 
To follow this fair corse unto her grave : 

The heavens do lour upon you for some ill ; 

Move them no more by crossing their high will. 95 

, Capiilety Lady Capulet^ Paris ^ and Friar, 

First Mus, Faith, we may put up our pipes, and be gone. 
Nurse. Honest good fellows, ah, put up, put up ; 

For, well you know, this is a pitiful case. {Exit Nurse. 

Fh^st Mus. Ay, by my troth, the case may be amended. 


82. fond^ some QqF^, Warb. Knt. 

us ail~\ all us Ff, Rowe. 

84. ordained^ ordain'd for Anon, 
conj.* 

87. burial"] funerall Q^, Tlieob. 
Warb. Johns. 

95. [Exeunt....] Thcob. Exeunt 
manet. Q^Qg. Exeunt manent Musici. 
Q^. Exeunt. Ff. Exeunt. Manent Mu- 
«ici. Qg. They all but the Nurse goe 
foorth. casting Rosemary on her and 


shutting the Curtens. Enter Musitions. 
(Q,), Ulr. (substantially). 

96. Scene vi. Pope. 

up our pipes] our pipes up Ktly. 

97. 98. As prose, Coll. (ed. i), Ulr. 
Del. White, Clarke. 

98. pitiful] piieotts Steev. conj. 
Exit Nurse.] Theob. om. QqFL 

Exit. Dyce, Cambr. 

99. [Exit omnes. Q,,. Exeunt om- 
nes. QjQ^Qj. 


82, fond nature] Knt. The difficulty of some is not manifest. Some nature — 
some impulses of nature — some part of our nature. The idea may have suggested 
the * some natural tears’ of Milton. 

Coll. (ed. i). Soiyte was of old written with a long j, which might be easily mis- 
taken for an f and frequently it was so mistaken. [ Verp, 

Del. Fond {i. e., foolish) nature stands in opposition to reason, 

Dyce. * Fond,’ whether the author’s word or not, makes at least sense. ‘ Some’ 
makes downright nonsense. 

87. burial feast] Sing. It was anciently the custom to give an entertainment at 
a funeral. The usage was derived from the Roman ccena funeralis^ and is not yet 
disused in the North, where it is called an arvel supper. 

99. Enter Peter] Clarke. [From the Qq we find that] William Kemp or 
Kempe originally played the part of Peter, We meet with the name of this actor 
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Enter Peter. 

Pet Musicians, O, musicians, 'Heart's ease. Heart's ease': 
O, an you will have me live, play ‘ Heart’s ease'. lOi 


Enter Peter.] Enter Will Kemp. Q, 
Qj. Enter another Servant. Capell. 
lOO. Pet.] Ser. Caps'll. 

100 , loi. Prose, P»)pe. Two lines. 


Qq. Three, Ff. 

loi. an yoii\ Pope, and you Qq 
Ff, Rowe. 

play\ why y play 


again in F,, where it appears among the prefixes in * Much Ado,* IV, ii, as the name 
of him who acted Dogberry. It is pleasant to have these vestiges of men who 
played in Sh.’s company. 

loo. Musicians] Coleridge {^Lit. Rem,^ vol. ii, p. 157). As the audience 
know that Juliet is not dead, this scene is perhaps excusable. But it is a strong 
warning to minor dramatists not to introduce at one time many separate characters 
agitated by one and the same circumstance. It is difficult to understand what effect, 
whether that of pity or of laughter, Sh. meant to produce; — the occasion and the 
characteristic speeches are so little in harmony ! For example, what the Nurse says 
is excellently suited to the Nurse’s character, but grotesquely unsuiled to the occa- 
sion. [ Verp. Iluds. 

Knt. Rightly understood, this scene requires no apology. It was the custom of 
our ancient theatre to introduce, in the irregular pauses of a play that stood in place 
of a division into acts, some short diversion, such as a song, a dance, or the extem- 
pore buffoonery of a clown. At this point of Romeo and Juliet there is a natural 
pause in the action, and at this point such an interlude would, probably, have been 
presented, whether Sh. had written one or not. The stage-direction in puts this 
matter beyond a doubt. That direction says, * Enter Will Kempe,’ and the dialogue 
immediately begins between Peter and the musicians. Will Kempe was the Liston 
of his day, and was as great a popular favourite as Tarleton had been before him. 
It was wise, therefore, in Sh. to find some business for Will Kempe, that should not 
be entirely out of harmony with the great business of his play. This scene of the 
musicians is very short, and, regarded as a necessary part of the routine of the 
ancient stage, is excellently managed. Nothing can be more naturally exhibited 
than the indifference of hirelings, without attachment, to a family scene of grief. 
Peter and the musicians bandy jokes ; and, although the musicians think Peter a 
‘ pestilent knave,’ perhaps for his inopportune sallies, they are ready enough to look 
after their own gratification, even amidst the sorrow which they see around them. 
A wedding or a burial is the same to them. * Come, w'e’ll in here — tarry foi the 
mourners, and stay dinner.’ So Sh. read the course of the world — and it is not 
much changed. The quotation beginning, ‘When griping grief the heart doth 
wound,’ is from a short poem in The Paradise of Daintie Denises, by Richard 
Edwards, master of the children of the chapel to Queen Elizabeth. This was set as 
a four-part song by Adrian Batten, organist of St. Paul’s in the reign of Charles I, 
and is tjius printed, but without any name, in Hawkins’s History of Music, vol. v. 
The question of Peter, ‘ Why silver sound, why music with her silver sound ?’ is 
happily enough explained by Percy : ‘ This ridicule is not so much levelled at the 
long itself (which, for the time it was written, is not inelegant) as at those forced and 
annat iral explanations often given by us painfu editors and expositors of ancient 
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First Mils, Why ‘ Heart's ease' ? 

Pet O, musicians, because m/ heart itself plays ‘ My heart is 
full of woe' : O. play me some merry dump, to comfort me. 

102. First Mus.] i. M. Capeil. (So 104. .y om. Qj^Q^Fi*, Rowe, 

in 105, 107, 138). Fidler. Q^QjQ^. Knt. 

Mu. Ff. (So in 105, 107, 109, 112, 116, O.,^jmfort me.'\ om, Ff, Rowe. 

127, 138). 


authors.’ — R cliques ^ vol. i. Had Sh. a piesentiment of what he was to receive at 
the hands of his own commentators ? 

Huds. It seems not unlikely that this part of the scene was written on purpose 
for Kempe to display his talents in, as there could hardly be any other reason for 
such a piece of buffoonery. 

Clarke. But to our minds the intention was to show how grief and gaiety, pathos 
and absurdity, sorrow and jesting, elbow each other in life’s crowd ; how the calami- 
ties of existence fall heavily upon the souls of some, while others, standing close 
beside the grievers,. feel no jot of suffering or sympathy. Far from the want of har- 
mony that lias been found here, we feel it to be one of those passing discords that 
produce richest and fullest effe ’* of harmonious contrivance. The Nurse’s heartless- 
ness in bidding Juliet renounce Romeo for Paris, from her selfish desire to secure 
her snug place, with its comforts of good feeding, store of aqua-vHce, a footboy to 
wait upon her nurse-ship, &c, &c., is in strict keeping with the footboy’s callous eager- 
ness to have his < merry dump’ played to him while the musicians are conveniently 
in the house, though in the very hour of his young lady’s sudden death; and the 
musicians’ loitering to bandy jokes with the footboy, secure their pay, and get a 
good dinner, all combine to form the most perfect harmony in dramatic composition. 

[This scene between Peter and the Musicians is transposed, in Edwin Booth’s 
Acting copy, to I, v, 13.] Ed. 

100. ‘Heart’s ease*] Coll. (ed. i). The name of a popular tune of the time. 
It is mentioned in ‘ Misogonus,’ a MS. play by Thomas Rychardes, written before 
1570 (see Hist. Eng. Dram. Poetry and the Stage, vol. ii, p. 470), where a song is 
Bung to the tune. [ Verp. Chain, 

Dyce (ed. 2). See Chappell’s Popular Music of the Olden Time, &c., vol. L 
p. 209 (ed. 2). 

103. ‘ My heart is full of woe :*] Steev. This is the burthen of the first stanza 
of A Pleasant new Ballad of Two Lovers : ‘ Iley hoe ! my heart is full of woe.’ 
[Sing, Iluds, Dyce, 

Sta. It is in the Pepys collection, and begins thus : 

* Complaine, my lute, complaine on him, That stayes so long away; 

He promisM to be here ere this, But still unkind doth stay ; 

But now the proverbe true I finde, Once out of sight, then out of mind. 

Hey ho 1 tny heart U full of woe' \Ckam, 

Dyce (ed. 2). The ballad just cited is of considerable merit, and the whole of it 
may be found in The Sh. Soc. Papers, vol. i, p. 12. • 

104. dump] Steev. A dump anciently signified some kind of dance as well aa 
sorrow. So in Humour Out of Breath, by John Day, 1607 : * He loves nothing but 
an Italian dump, Ir a French brawl.* But here means a mournful song. In The 
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First Mus. Not a dump we; 'tis no time to play now. 105 
Pet. You will not then ? 

First Mils. No. 

Pet. I will then give it you soundly. 

First Mus, What will you give us ? 

105, First Mus.] Dyce, Cambr. from 107. First Mus.] Dyce, Cambr. from 
Capell. Minstrels. 2 Mus. Capell. Minst. Q^. Min. Q3Q^Qg. 2 

Steev. (1793), et cet. Mus. Haz. Iluds. Musicians. Clarke. 

Mus. Steev. (1793), et cet. 


Arraignment of Paris, 1584, after the shepherds have sung an elegiac hymn over 
the hearse of Colin, Venus says to Paris: 

' How cheers my lovely boy after this dump of woe ? 

Paris. Such dumps, sweet lady, as bin these, are deadly dumps to prove.* {Sta. Hal. 

Ritson. Dumps were heavy mournful tunes ; possibly, indeed, any sort of move- 
ments were once so called. Hence doleful dumps^ deep sorrow, or grievous afflic- 
tion as in the less ancient ballad of Chevy Chase. It is still said of a ])erson uncom- 
monly sad, that he is in the dumps. In a MS. of Hen. VIIPs time is a tune for 
the cittern or guitar, entitled, < My lady Careys dompe p there is also ‘ The duke 
of Sommersettes dompe p as we now say, ‘Lady Coventry’s minuet^ &c. ‘If thou 
wert not some blockish and senseless dolt, thou wouldest never laugh when I sung a 
heavy mixt-Lydian tune, or a note to a dumpe or dolefull dittie.’ — PlutarcDs Morals, 
by Holland, 1602, p. 6i. [//^/. 

Reed. At the end of The Secretaries Studie, by Thomas Gainsford, Esq., 1616, 
is a long poem of forty-seven stanzas, and called A Dumpe or Passion. \Hal. 

Nares. Formerly the redteived term for a melancholy strain in music. A merry 
dump in this passage is evidently a purposed absurdity suited to the character of the 
speaker, Stafford Smith gave to Steevens the music (without words) of a dump 
which he had discovered in an old MS. A dump appears also to have been a kind 
of dance. Dumps, for sorrow, was not always a burlesque expression. It was even 
used in the sense of elegy. Davies, of Hereford, has a singular poem in that st}de, 
entitled ‘A Dump upon the Death of the most noble Ilenrie Earle of Pembrooke.* 
[Sing. Knt. (ed. 2) (substantially), Dyce. 

Sing. That it was a sad or dismal strain, perhaps sometimes for the sake of con- 
trast and effect mixed up with livelier airs, appears from Cavendish’s Metrical 
Visions, p. 17 : 

‘What is now left to helpe me in this case? 

Nothing at all but dompe in the dance. 

Among deade men to tryppe on the trace.* 

Coll. (ed. l). See Chappell’s ‘National English Airs,’ vol. n, p. 137. [ Verp. 

Sta. Master Peter’s * merry dump’ was a purposed contradiction in terms. 

Dyce. Chappell remarks : ‘ A dump was a slow dance. Queen Marfs Dump is 
one of the tunes in William Ballet’s Lute Book, and My Lady Carefs Dompe is 
printed in Stafford Smith’s Musica Antiqua, ii, 470, from a MS. in the British 
Museum, temp. Henry VIIL’ — Popular Music, &c., voL i, p. 210, (ed. 2). 

White. ‘ Dump’ conveyed no ludicrous impression in Sh.’s day, though here it 
serves a comic purpose. 
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Pet No money, on my faith, but tji gleek ; I will give you 
the minstrel. 1 1 1 

First Mus, Then will I give you the tending-creature. 

Pet Then will I lay the serving-creature's dagger on your 

1 TO, 1 1 1 . Prose first by Theob. Two xttrel F^. 
lines, QqFf. 112. will 1 ] I will Rowe. 

III. minstrel]^ ministretl¥^^. min- 115. lay] say 


1 10. gleek] Steev. To gleek is to scoff, taken from an ancient game at cards 
called gleek. So in Turberville's translation of Ovid’s Epistle from Dido to ^Eneas; 
‘ By manly mart to purchase prayse, And give his foes the gleeke' Again, in the 
argument to the same translator’s version of Hermione to Orestes : * Orestes gave 
Achylles’ sonne the gleekee [Hal. 

Ritson. The use of this cant term is nowhere explained, and, in all probability, 
cannot, at this distance of time, be recovered. To gleek, however, signified to put 
a joke or trick upon a person, perhaps to jest according to the coarse humour of that 
age. [Ilal. 

Douce. In some of the notes on this word it has been supposed to be connected 
with the card game of gleek ; bu. it was not recollected that the Saxon language 
supplied the term dig, ludibrium, and doubtless a corresponding verb. Thus glee 
signifies mirth, jocularity ; tLnd gleeman, or gligman, a minstrel or joculator. Gleek 
was, therefore, used to express a stronger sort of joke, a scoffing. It does not appear 
that the phrase to give the gleek was ever introduced in the above game, which was 
borrowed by us from the French, and derived from an original of very different 
import from the word in question. To give the minstrel is no more than a pun- 
ning phrase {or giving the gleek. Minstrels and jesters were anciently called gleek- 
men or gligmen. [Dyce, Sing. ITitds. Hal. 

Nares. To give the gleek meant to pass a jest upon, to make a person ridiculous. 
To give the minstrel, which follows, has no such meaning. Peter only means, * 1 
will call you minstrel and so treat you,’ to which the musician replies, * Then I will 
give you the semnng creature^ as a personal retort in kind. Dyce. 

Sta. To give the gleek, a phrase borrowed from the old game of cards called 
gleek, signified to flout or scorn any one, and, as a gleekman or gligman was a name 
for a minstrel, we get a notion of the quibble meant. A similar equivoque is, no 
doubt, intended in ‘ the serving creature,’ but the allusion is yet to be discovered. 

White. The allusion to the glee-man or gligmon is obvious. Not so, however, 
the double meaning in the musician’s reply, unless Peter means that he will apply 
the term ‘ minstrel’ reproachfully, and the musician that he will retort by calling 
Peter the servant to the minstrel. 

111. the minstrel] Steev. From the following entry on the books of the Sta- 
tioner’s Company, in the year 1560, it appears that the hire of a parson was cheaper 
than that of a minstrel or a cook. [See note on IV, ii, 2. Ed.] [ 7 /®/. 

1 13. dagger] Clarke. Even in so slight a touch as this Sh. gives token of his 
sleepless attention to consistency and the production of dramatic verity in effect. 
Peter is thus shown to wear a knife or dagger about him, which he draws upon the 
slightest occasion of threat, whether made in joke or in earnest; and this serves to 
make more natural the point of Juliet’s wearing a dagger. 
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pate, I will carry no crotchets: 1*11 re you, I’ll fa you; do you 
note me ? 1 1 5 

First Mus, An you rc us and fa us, you note us. 

Sec, Mus, Pray you, put up your dagger, and put out your 
wit. 

Pet Then have at you with my wit! I will dry-beat you 
with an iron wit, and put up my iron dagger. Answer me like 
men: I2i 

‘ When griping grief the heart doth wound 


114,115. I will.,. note me Prose 
in Q^Ff. Two lines, the first ending fa^ 
in Q2Q3. Two lines, the first ending fa 
you, in Q^. 

[Drawing his dagger] Coll. (ed. 2). 

116. Ah'] Pope. And Ff, Rowe. 

1 17, 1 1 8. One line, Qq. Two, Ff. 

1 19. Then...wit 11 Given to Peter in 
Q^Qg. Continued to Sec. Mus. in Q2Q3 
Ff, Rowe. 


1 19, 120. /...dagger] One line, Qq. 
Two, Ff. 

120, 121. Answer.... men] One line, 
QqFf. 

120. an iron wit] my iron wit Coll, 
(ed. 2) (MS), Dyce (ed. 2). 

1 21. [Sheathing his dagger.] Coll, 
(ed. 2). 

122-124. Verse, (Q,). Prose, QqFf. 

122. Sl^if] llan. grief es QqFjF,. 
griefs F^F^, Rowe, Pope, Theob. Knt, 


1 14. crotchets] Ulr. A crotchet (so called because its shape is like that of a 
crook) is a quarter-note, and also a whim. Peter, therefore, intends to say, ‘ I will 
not endure your whims, your refusal to play,* but says, in effect, ‘ I will play no 
quarter-notes (but whole ones) on your pates.* 

Clarke. An instance of Sh.’s using a familiarly known phrase, and varying it 
with one of his own introduced words. The effect is given of the then well-known 
phrase, ‘ 1*11 not carry coals,* meaning, *1*11 not put up with insults;* while, by 
introducing the word * crotchets,’ the joke is made doubly applicable to the rallying 
musician, in the sense of those musical symbols of notes denominated ‘ crotchets,* 
and those whimsies of banter sometimes jocosely so called. 

1 14. re you, and fa you] Knt. Re and fa are the syllables or names given in 
Bolmization, or sol-faing, to the sounds D and F in the musical scale. [ Verp. Sta, 
Ulr. 

Ulr. * To ray* also means ‘to sift,* {siehett) and *to fey* is *to cleanse out* (schldm- 
men), both of which words are pronounced exactly like Rc and Fa. Herein lie® 
the wit of Peter. 

Sta. The pun on note is self-evident, and the word appears to have been a favoi 
ite one to play upon, for Sh. has used it with a double meaning at least a scoie 
of times, 

1 19. Have . . . my wit] Del. Beware of my wit. [Ulr. 

122. griping grief] Steev. The epithet gHping was by no means likely to 
excite laughter at the time it was written. Lord Surrey, in his second book of Vir- 
gil*s iEneid, makes the hero say: ‘New gripes of dred then pearse our trembling 
brestes.* [ Clarke. ] 

Sir John Hawkins. 

* In Commendation of Musicke. 

‘Where griping grief ye ha t would wound, (and dolful domps ye mind oppreaae; 
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And doleful dumps the mind oppress, 

Then music with her silver aound’ — 
why ‘silver sound ' ? why * music with her siWer sound' ? — 125 
What say you, Simon Catling ? 

First Mns, Marry, sir, because S’lver hath a sweet sound. 

Pet Pretty ! — What say you, Hugh Rebeck ? 


123. And.^.vppress^ (QJ Capell. 
om. QqFf, Rowe, &c. 

127. First Mus.] Minst. or Min. 
Qq. 

128. Pretty!^ Pope, from (Q,). 
Prates t Q^. Prates t Q^Ff. Pratee^ 


Qg, Capell. Pratest ? Rowe. Praiest ! 
Johns. Thou pratest: Coll. (MS.) 
Prates! Ulr. Del. 

Pebeck'\ Rowe. Rehick 

F3F,. ^.W.^^F,F,Q,. 


There miisick with her silver sound, is wont with spede to geue redresse ; 

Of troubled minds for every sore, swete musick hath a i.alue in store,* &c., &c.-— 

Richard Edwards, Paradise of Daintie Deuises, 

Of Richard Edwards and William Hunnis see an account in Wood’s Athenas Oxon. 
and also in Tanner’s Bibliotheca. [^Sta. JJal. 

Steev. Another copy of this song is published by Dr. Percy in the first vol. of 
his Reliques. Huds. Hal. 

Douce. The following stanza from one of Whitney’s Emblemsy 1586, is not very 
dissimilar from that of Richard Edwards’s, and confirms the propriety of Sleevens’i 
observation on the epithet griping: 

* If griping greifes have harbour in thie breste 
And pminge cares laie seige unto the same, 

Or straunge conceiptes doe reave thee of thie rest. 

And dale and nighte do bringe thee out of frame,’ &c. 

Griping griefs and doleful dumps are very thickly interspersed in Grange’s Golden 
Aphroditisy 1577, and in many other places. They were great favorites; but 
griefs were not always griping. Thus in Turbervillc’s translation of Ovid’s epistle 
from Hero to Leander ; ‘ Which if I heard, of troth For grunting griefe I die.’ 

Coll. The poem is ascribed to ‘ Mr. Edwards,* i. e.y Richard Edwards, author 
of ‘Damon and Pythias,’ 1571, and other early dramatic pieces. llVkitCy Cham, 

126. Catling] Stekv. A small lute-string made of catgut. \^Sing. Hal. 

A. C. In An Historical Account of Taxes under all Denominations in the Time 
of William and Mary, p. 336, is the following article : * For every gross of catlings 
and lutestring,’ &c. [Hal. 

128. Pretty!] Del. Peter rejects the explanations of the musicians as ‘babble.* 
By no means docs he give his assent, as the reading Pretty adopted by the editors 
from (Qj) would represent. The omission of Thou before ‘pratest’ is not to be 
wondered at, and denotes the impertinent bearing with which Peter retorts upon the 
musicians. 

Ulr. I have decided in favor of and take Prates as the plural of prate 
(gabble), believing that Pretty y even if ironical, accords but little with Peter’s surly, 
gruff style; and that, on the other hand, ‘gabble, babble, idiots,’ or something 
similar, is the very answer that every one would expect from Peter’s mouth. The 
plural, which is very remarkable, and which may have suggested to the compositor 
of (which follows F^) to put pratest^ is readily explained, if it be assumed that 
22 
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Sec. Mus. I say, ‘ silver sound,' because musicians sound for 
silver. 1 30 

Pet. Pretty too ! — ^What say you, James Soundpost? 

Third Mus. Faith, I know not what to say. 

Pet. O, I cry you mercy ; you are the singer : I will say for 
you. It is ‘music with her silver sound,' because musicians 
have no gold for sounding : 135 


131. Pretty too!'] Pepe, from (QJ. 
Prates to, Pratest to, QjFjFj,. 

Pratee to, Q^. Pratee too : Qg, Capell. 
Pratest too, F^F^. Pratest too ? Rowe. 
Pratest too ! Johns. Thou pratest too : 
Coll. (MS.) Prates too! Ulr. Del. 

James Soundpost ] Samuel Sounds 
board Pope, &c. 

1 33- 1 35. Prose, Pope. Three lines, 


QqFf, Rowe. 

134. musicians] such fellotvs as you 
(Qj) Pope, &c. Johns. Capell. Var. Knt. 
(ed. I), Huds. Sing. Sta. Cham. Dyce 
(ed. 2), Ktly. 

135. no gold] QqFf, Rowe, &c. 
Dyce (ed. l), White, Knt. (ed. 2), 
Cambr. seldom gold (Q,), Capell, Var. 
et cet. 


Peter uses it in a collective sense, something like our * Schwatzereit or *dumme 
Rederei: 

Mommskn. Pretie of (Q,) looks like an error of the ear, for pretty by no means 
suits the context. Peter does not intend to praise, and irony would be out of place. 
PraPee is formed like LooPee, harPee, thinPee. Prates is a misprint in of an 
unusual dialectic word, just like pardons for perdona, II, iv, 30. The other old 
copies, after F,, form pratest from prates (because, forsooth, the second person 
singular is often indicated by s alone), and recent learning has restored prates as 
though it were a plural of prate, an abstract noun ! Better than this would br 
pretty, which a majority of the later English edd. prefer. 

128. Rebeck] Steev. An instrument with three strings, which is mentioned by 
several of the old writers. Rebeck, rebecquin. See Menage, in v. Rebec. So in 
B. and Fl.’s Knight of the Burning Pestle : ‘ ^Tis present death for these fidlers to 
tune their rebecks before the great TurVs grace.* So in England’s Helicon, 1600, is 
The Shepherd Arsilius, his Song to his Rebeck, by Bar. Yong. \^Hal. 

Mal. It is mentioned by Milton as an instrument of mirth ; * When the merry 
bells ring round And the jocund rebecks sound.’ [Sing. Huds. Sta. Hal. 

Nares. An instrument of music, having catgut strings, and played with a bow, 
but originally with only two strings, then with three, till it was exalted into the more 
perfect violin, with four strings. It is thought to be the same with ribible, being a 
Moorish instrument, and in that language called reheb. Thence it passed into Italy, 
where it became ribeca or ribeba, whence our English word. See Hawkins’s Hist, 
of Music, H, p. 86. 

Sta. It is frequently noticed by old writers : ‘ He turned his rebeck to a mournful 
note.* — Drayton, ed. ii. 

134. musicians] Steev. I should suspect that a fiddler made the alleration,— 
* musicians.* [Dyce. 

Knt. (ed. 2). It is interesting to mark the change in the corrected copy. Sh. 
would not put offensive words to the skilled in music, even into the mouth of a 
clownish servant. 
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* Then music with her silver sound 
With speedy help doth redress.* \ExiU 

First Mus. What a pestilent k:.ave is this same ! 

Sec, Mus, Hang him, Jack I — Come, atVII in. here; tarry for 
the mourners, and stay dinner. [^Exeu7tt 


ACT V. 


Scene I. Mantua, A street 

Enter Romeo. 

Rom, If I may trust the flattering truth of sleep, 


My dreams presage some joyful 

136, 137. Then.,. redress. Two lines, 
Johns, om, (QJ Pope, Han. Prose 
in QqFf. The nmsic... sound Doth lend 
redress, Theob. Warb. 

137. [Exit.] QqFf, Dyce, White, 
Cham. Clarke, Cainbr. Exit, singing. 
Theob. Warb. Johns. Capell, Var. et cet. 

138. First Mus.] Min. Qq. 

139. himyy(U'k!'\ Han. him lackey 
or him Jacky QqFf. him. — Jacky Johns. 
kimy Jacky Rowe, Pope, hitfiy Jack ; 
Theob. Warb. 


news at hand : 

Act V. Scene i. Mantua.] Rowe. 

A street.] Capell, 

I. Jlattering truth oj] QqFf. Fet- 
tering eye of (QJ Mai. Var. (Corn.), 
Huds. Sta. Dyce (ed. 2), Cham. Hal. 
Ktly. flattery of Pope (Otway’s ‘Caius 
Marius,’ V, iv, 4), Han. flattering ruth 
of Warb. flattering death of Coll. (ed. 
2) (MS.) Jlattering soothery'^m^. conj, 
flattering sooth of White, flattering 
signs of Bailey conj.* 


137. Exit] Dyce. Most editors print *Exity singing;’ but surely Peter quoteg 
the song without singing it. 

139. Jack] Dyce. A common term of contempt and reproach (fellow, knave, 
rogue). \^Clarke. 

I. truth] Steev. If I may repose any confidence in the flattering visions of the 
night, (ed. l), Huds. 

Knt. It is not difficult to see the growth of that philosophical spirit in Sh. which 
suggested the substitution of the word ‘ truth,’ which opens to the mind a deep 
volume of metaphysical inquiry. 

Coll. (ed. i). * Flattering eye’ may be reconciled to sense, but with difficulty. 

Coll. Notes and Emendl) Nobody has been able at all satisfactorily to explain 
‘flattering truth,* since ‘truth’ cannot flatter; and Malone, not liking Johnson’s inter- 
pretation, preferred, what is to the full as unintelligible, the text of (Q,). The real 
truth (not the * flattering truth*) seems to be that the old compositor was confounded 
between * trust’ in the first part of the line, and death near the end of it, and printed 
a word which he compounded of the beginning of the one word and of the end of 
the otlier. Sleep is often resembled to death, and death tc Oeep; and when Romeo, 
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My bosom’s lord sits lightly in his throne, 

And all this day an unaccustom’d spirit 

3. in] on Qj, Pope, &c. Capell, 4. this day an] thisan day an F,. 

this winged 

according to the (MS.), calls it ‘the flattering death of sleep,’ he refers to the joyful 
news from which he had awaked. During this ‘ flattering death of sleep’ he had 
dreamed Juliet and of her revival of him by the warmth of her kisses. 

Sing. Vindicated'^). A more unhappy and absurd conjecture than this is 

scarcely to be paralleled, even by some of the other doings of the (MS.). I read 
* flattering soother sleep.’ The similarity of sound, in recitation, of the words truth 
of and soother ^ may have led to the error; and the poetical beauty of the passage is 
much heightened hy the personification of sleep. 

Dyck (‘/J?7c/ AWes). The meaning is, in vulgar prose, — If I may trust the visions 
with which my eye flattered me during sleep. I have not forgotten how our early 
writers characterize Sleep, — for instance, I recollect that Sleep is called by Sackville 
‘cousin of Death’ and ‘a living death,* and by Daniel, ‘brother to Death;’ but I 
remember nothing in the whole range of poetry which bears any resemblance to 
such a combination of words as * the flattering death of sleep' of Collier’s (MS.); 
and, though I may lay myself open to the charge of presumption, I unhesitatingly 
assert, not only that the expression never could have come from Sh.’s pen, but that 
it is akin to nonsense. \JIal. 

Dkl. That is. If I may trust that as true which sleep has revealed to me of a 
flattering nature. 

Ulr. Romeo means to say, If I dare trust the truth which one is wont to impute 
to dreams, but which is only the truth of a flatteiy, therefore unsafe, untrustworthy, 
then my dreams presage, &c. I can find no meaning in the emendation of Col- 
lier’s (MS.). 

Sing. (ed. 2). Sleep the poet elsewhere calls *balm of hurt minds,’ and ‘Nature’s 
soft nurse.’ 

Sta. The ‘ truth of sleep’ is even less intelligible than the ‘ eye of sleep.’ By the 
latter Sh. perhaps meant vision^ view, prospect. Thus in King John, II, i, 207 : 

‘These flags of France, that are advanced here 
Before the eye and prospect of your town.’ 

And in ‘ Much Ado,’ IV, i, 228 ; 

* And every lovely organ of her life * 

Shall come apparell’d in more precious habit, 

More moving — delicate and full of life, 

Into the eye and prospect of his soul.’ 

Coll. (ed. 2 ). This seems one of the happiest of the minor emendations of the 
(MS.). Nothing can well be more intelligible and pertinent than ‘ death’ instead 
of truth. It was the ‘ flattering death of sleep,* because Romeo had had such ‘ flat- 
tering’ dreams during ‘ sleep,’ which state has been, over and over again, likened 
by poets to ‘ death.’ The ‘ flattering eye of sleep’ nobody can satisfactorily explain. 

Dyce Strictures^ &c., p. 167, 1859). Mr. Collier may be assured that this new 
reading will seem to everybody else (Professor Mommsen perhaps excepted) one 
of the rashest and most unfortunate of the changes recorded in that omnium gath- 
erum of conjecture. 
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Lifts me above the ground with cheerful tlioughts. 5 

I dreamt my lady came and found me dead — 

Dyce (ed. 2) [simply erumerates the various conject..r-s]. Ed. 

White. *The flattering sootfC — that is, the flattering augury or prognostication 
of sleep. So Spenser ; 

* And tryed time yet taught me g,-*eater thxnges 

The sodain rising of t?.e raging s-as, • 

The soothe of byrdes by beating of iheir winges, 

The powre o^ herbes,’ &c. — The Shepherd'' s Calendar^ 1 . 85, 

The interpretation of dreams was one of the most important funcMons of the sooth- 
sayer. The word can hardly need gloss or explanation of any kind. The reading 
of Fj is quite incomprehensible ; for what is the * truth of sleep’ ? But although 
• truth’ could not be a misprint for * eye,* it might very easily be printed for ‘/both* 
for ‘ybuth,’ as it was commonly written), either through mistake of eye or ear. And 
there is a connection of ideas between the presaging ‘ eye of sleep’ and the * sooth 
of sleep* in dreams, by which we can detect the correcting hand of the poet, or the 
confused memory of the procurer of (Q,), and which is not traceable between * eye* 
and * truth.* For, even according to ancient usage, ‘ sooth* and ‘ truth* were not 
absolute synonyms. ‘ Sooth’ was a promising, forward-looking, or a sweet, pleasant 
truth; and in this shade of differ' >ce is the affinity between the reading of (QJ and 
that of this corrected text. Pericles^ I, ii, 44, in a passage unmistakably Sh.’s, fui 
nishes at once a comment upon this reading and a confirmation of it : 

* When Signior Sooth, here, does proclaim a peace, 

He flatters you, makes war upon your life.* 

Mommsen, in his chapter on the value of Collier’s (MS.), enumerates certain cor- 
rections, of which this is one, and, remarking that all these corrections are intelli- 
gent, questions whether any one could affirm with confidence that Sh. could not have 
written thus. * Are not the recollections of the stage a sort of authority?’ he asks, 
and ought we not to believe that the (MS.), who goes to work in such a brief and 
decided m.anner, was guided for the most part by a distinct recollection of the acted 
play? 

Ktly. I can see no sense in 'trtdhy while ‘ eye* seems to be justified by 

* Full many a glorious morning have I seen 

Flatter the mountain-tops with sovereign eye' — Son. xxxiii. 

In both pldlfces flatter seems to mean cheer, enliven. ‘ Eye* is, as in ‘ Eye of green* 
(Temp. II, i, 54), look, glance; * Yon grey is not the morning’s eye,’ III, v, 19. 

Clarke. We greatly prefer * truth of sleep;* poetically conveying, as it does, to 
our imagination the verisimilitude of visions presented during sleep. ‘ Flattering’ is 
here used in the sense of * illusive;’ as in II, ii, 141. 

The Cornhill Magazine {October^ 1866, p. 453). The essence of a genuine 
presentiment is that it shall be spontaneous. It must come at a time when there is 
no apparent cause for its presence, when there is even some difficulty in its interpie- 
tation. There must be no natural cause for fear or uneasiness. If the presentiment 
warns us of anything, we do not escape it by refusing to listen to the presentiment; 
on the contrary we make it inevitable. This is the moral of the presentiments given 
us by Sh. In all the instances that he gives us, the warning is neglected and the 
fate comes. The simplest of them all is Hamlet (V, ii, 222), and it is the strongest 
22* B 
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Strange dream, that gives a dead man leave to think ! — 

And breathed such life with kisses in my lips 
That I revived and was an emperor. 

Ah me ! how sweet is love itself possess'd, 10 

When but love's shadows are so rich in joy ! 

Enter Balthasar. 

News from Verona ! — How now, Balthasar I 
Dost thou not bring me letters from the friar ? 

How doth my lady ? Is my father well ? 

7. dream^ that gives] dreams that Enter Romeos man Balthazer 

give Qg. Q4Q5* Enter....booted. Cambr., from 

II. Enter...] Enter Romeos man. (Q,)* 


proof of Sh.’s belief in them. Hamlet had no cause for suspicion in the challenge 
to fence with Laertes. Desdemona’s presentiment (Othello, IV, iii, 23) will not 
stand the lest that we have laid down. From Othello’s anger she had great cause to 
fear. From the case of Romeo, an opponent of presentiments would argue that Sh. 
was on his side. He evidently believed that an unusually joyful mood was the fore* 
runner of disaster. The Scotch consider a man in very high spirits as on the brink 
of a calamity, as the servants in Guy Mannering said the gauger was fey. If Romeo 
had known the truth, he had the best reason to be cheerful. How was the presenti- 
ment to know that Juliet’s message would miscarry ? Had Romeo but trusted to the 
presentiment instead of his own rash judgement, his fate would not have been 
tragic. As it was, the presentiment did all in its power. It warned him of some- 
thing good, and he refused to believe it. You cannot blame your guide for mislead- 
ing you if you will not follow his guidance. Notably enough, none of Sh.’s charac- 
ters do follow that guidance. They did not believe in presentiments as their creator 
did. [A necessarily brief digest. Ed.] 

3. bosom’s lord] Johns. These three lines are very gay and pleasing. But 
why does Sh. give Romeo this involuntary cheerfulness just before the extremity of 
unhappiness ? Perhaps to show the vanity of trusting to those uncertain and casual 
exaltations or depressions which many consider as certain fore-tokens of good or 
evil. Corn. Verp. Iluds. 

[See the notes on HI, v, 53. Ed.] 

Stekv. The poet has exjdained this passage himself a little further on, V, iii, 88. 
[^Sing.] So in King Arthur, a Poem, by R. Chester, l6oi : ‘ How his deepe bosomes 
lord the dutchess thwarted.’ The author, in a marginal note, declares that by 
bosom's lord he means — Cupid. 

Mal. Thus, too, in Othello, III, iii, 448 : ‘ Yield up, O Love^ thy crown and 
hearted throne,' 

Del. infers the same, from the same reference to Othello. 

3. in his] White. Here, as well as in the fifth line below, * in’ is used for * upon. 

8. breathed such life] Steev. Sh. seems here to have remembered Marlowe’s 
Hero and Leander, a poem, that he has quoted in As You Like It ; *He kiss'd her 
and breath'd life into her lipSf &c. [^Sing. 
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How fares my Juliet? that 1 ask again ; 15 

For nothing can be ill, ii she be veil. 

Bal Then she is well, and nothing ca 1 be 111 : 

Her body sleeps in Capels* monument, 

And her immortal part with angels lives. 

I saw her laid low in her kindred’s ^’ault, 20 

And presently took post to tell it you : 

O, pardon me for bringing these ill ne;7S, 

Since you did leave it for my office, sir. 

Rom. Is it even so ? then I defy you, stars ! — 


15. fares my Juliet'] (QJ Steev. 
doth my Lady Juliet QqFf, Rowe, Knt. 
Del. Sta. Cham, doth my Juliet Pope, 
&c. Capell. fares my lady Juliet Corn. 

18. CapeE] Mai. Capels QqFf. 
Capulet's F^, Rowe, &c. Capulets* 
Warb. Capell. 


19. live^] live F,. 

24. Two lines, Ff, Rowe. 

e^ien] in den Coll. Ulr. Del. 
Huds. White, Ilal. Cambr. 

defyyoul] Pope from (Q,). denie 
yoi* 

Rowe, Capell, Del. 


15. fares my Juliet] Coll. Ted. i). The compositor, probably, caught the 
words, ‘ How doth my lady,* from the line immediately preceding, and thus injured 
[in QqFf] the rhythm of the passage. [ 67 r. 

Del. a repetition of the question, almost word for word, is the more admissible 
here, since Romeo immediately adds, * That I ask again.* 

White. ‘ VLow doth my lady Juliet* would clearly seem an accidental repetition of 
the question in the line immediately above it ; even if it did not add two entirely 
superfluous syllables to the verse. 

18. Capels*] Mal. Sh. found Capel and Capulet used indiscriminately in Romeus 
and Juliet. 'ISing, 

Del. This abbreviation is found only here and once afterwards in the same con- 
nection with monument. In (QJ it occurs in other places. 

24. I defy you, stars] Ulr. deny you' would at once turn Romeo into an 
atheist. 

Del. Romeo, in his death-defying despair, renounces the stars in which he had 
hitherto had faith. In King John I, i, 252, the phrase is used in the same sense : 
‘As faithfully as I deny the devil.* 

Coll. (ed. 2). Deny and 'defy' were, of old, used somewhat synonymously. It 
is ‘defy’ in the (MS.). 

White. Although the reading, * I deny you, stars,* is not inappropriate, any doubts 
as to the presence in it of a slight typographical error are entirely removed by Ro- 
meo’s words in V, iii, iii. 

Clarke. There is a terribly quiet depth of concentrated anguish and will in this 
brief despairing ejaculation of Romeo’s that is more expressive than a hundred 
raving lines of lament would be. It is noteworthy, too, how the few pertinent 
words which follow are just to the point for dramatic purpose, and nothing more ; 
while the servant’s observation, ‘ Your looks are pale and wild,* furnish significaat 
comment. « 
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Thou know’st my lodging : get me ink and paper, 25 

And hire post-horses ; I will hence to-night. 

Bal. I do beseech you, sir, have patience : 

Your looks are pale and wild, and do import 
Some misadventure. 

Rom. Tush, thou art deceived : 

Leave me, and do the thing I bid thee do. 30 

Hast thou no letters to me from the friar ? 

Bal. No, my good lord. 

Ro 7 n. No matter : get thee gone. 

And hire those horses ; I’ll be with thee straight. 

\Exit Balthasar. 

Well, Juliet, I will lie with thee to-night. 

Let’s see for means : — O mischief, thou art swift 35 

To enter in the thoughts of desperate men ! 

I do remember an apothecary, — 


25. kn(nxlst\ Q^. knowest The rest. 
Sta. 

27. Impatience Pardon me sir^ I 
dare not leave you thus. Pope, &c. from 
(Qi). Pa^rdon me, sir, I ivill not leave 
you thus. Steev. Var. 


32. my good'\ good my Rowe, &c, 
(Warb. Johns.) 

33. [Exit...] After lord, line 32, 
QqFf. 

36. thoughts'] thought Rowe, &c. 


27. patience] Knt. (ed. 2). All the remaining dialogue in (Q,) differs from the 
amended text of the author, and the changes show his accurate judgment. For 
example : ‘Hast thou no letters to me from the friar ?’ that most important repetition 
is omitted in the original play. Are we not to trust to this judgment ? 

35. O mischief] Coleridge {'Lit. Rem? vol. ii, p. 158). This famous passage 
is so beautiful as to be self-justified ; yet, in addition, what a fine preparation is it for 
the tomb scene ! 

37. an apothecary] Knt. The criticism of the French school has not spared 
this famous passage. Joseph Warton, an elegant scholar, but who belonged to this 
school, has the following observations in his Virgil (1763, vol. i, page 301) : 

* It may not he improper to produce the following glaring instance of the absurdity of introducing 
long and minute descriptions into tragedy. When Romeo receives the dreadful and unexpected news 
of Juliet’s death, this fond husband, in an agony of grief, immediately resolves to poison him- Hf. But 
his sorrow is interrupted while he gives us an exact picture of the apothecary-shop, where he intends 
to purchase the poison. I appeal to those who know anything of the human heart, whether Romeo^ 
in this distressful situation, could have leisure to think of the alligator, empty boxes, and bladders, and 
other furniture of this beggarly shop, and to point them out so distinctly to the audience. I he descrip- 
tion is, indeed, very lively and natural, but very improperly put into the mouth of a person agitated 
with such passion as Romeo is represented to be.’ 

The criticism of Warton, ingenious as it may appear, and true as applied to many 
* long and minute descriptions in tragedy,* is here based upon a wrong principle. 
He says that Romeo, in his di.stre.ssful situation, had not * leisure’ to think of the 
furniture of the apothecary’s shop. What then had he leisure to do ? Had he leis* 
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And hereabouts he dwells, v^hich late I noted 
In tatter’d weeds, with overwhelming brow.«^, 

38. he\ a oin* F,. tf* 38. whom (Q,) Pope, &c. 

Cambr. Capell, Var. Sing. Hudj. Ktly. 


ure to run off into declamations against fate rd into tedious apostrophes and gen- 
eralizations, as a less skilful artist than Sn. would have mad^ him indulge in ? From 
the moment he had said, * W :: 11 , Juliet, 1 will lie with thee to-night, Let’s see for means,* 
the apothecary’s shop became to him the object of the most intense interest. Great 
passions, when they have shaped themselve^ into firm lesolves, attach the most dis- 
tinct importance to the minutest objects connected with the execution of their pur- 
pose. He had seen the apotnecary’s shop in his placid moments as an object of 
curiosity. lie had hastily looked at the tortoise and the alligator, the empty boxes 
and the earthen pots ; and he had looked at the tattered weed and overwhelming 
brows of their needy owner. But he had also said, when he first saw these things : 

* An if a man did need a poison now, 

Whose sale is present death in Mantua, 

Here lives a caitiif wretch would sell it him.* 

Wlien he did need a poison, all these documents of the misery that was to serve 
him, came with a double intensity pon his vision. The shaping of these things into 
words was not for the audience. It was not to introduce a * long and minute descrip- 
tion into tragedy’ that had no foundation in the workings of nature. It was the 
very cunning of nature which produced this description. Mischief was, indeed, 
swift to enter into the thoughts of the desperate man. But the mind once made up, 
it took a perverse pleasure in going over every circumstance that had suggested the 
means of mischief. All other thoughts had passed out of Romeo’s mind. He had 
nothing left but to die ; and everything connected with the means of his death was 
seized upon by his imagination with an energy that could only find relief in words. 
Sh. has exhibited the same knowledge of nature in his sad and solemn poem of 
‘ The Rape of Lucrece,’ where the injured wife, having resolved to wipe out her 
stain by death, 

* — — calls to mind where hangs a piece 
Of skilfuil painting, made for Priam’s Troy.’ — 1366, 7. 

She sees in that painting .some fancied resemblance to her own position, and spends 
the heavy hours till her husband arrives in its contemplation [1496-8]. It was the 
intense interest in his owm resolve which made Romeo so minutely describe his 
apothecary. But that stage past, came the abstraciion of his sorrow ; 

* What said my man, when my betossed soul 
Did not attend him, as we rode f I think 

He told me Paris should have married Juliet.* 

Juliet was dead, and what mattered it to his * betossed soul’ who she should have 
married ? ‘ Well, Juliet, I will lie with thee to-night* was the sole thought that 
made him remember an * apothecary,* and treat what his servant said as a * dream.* 
Who but Sh. could have given us the key to these subtle and delicate workings of 
the human heart ? 

Sta. This well-kn .)wn description was carefully elaborated after it appeared* 

in (0.)- 
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Culling of simples ; meagre were his looks ; 40 

Sharp misery had worn him to the bones : 

And in his needy shop a tortoise hung, 

An alligator stuff’d and other skins 


White. This picture of the apothecary and his shop is one of the passages which 
seem to show most plainly, by comparison of the earlier and later versions, the per- 
fecting labor bestowed upon the former by the author. 

40. Culling of] Abbott {^Shakespearian Grammar^ P. 170, (ed. 3) 1870). Of 
naturally followed a verbal noun. In many cases we should call the verbal noun a 
participle, and the of has become unintelligible to us, because of the omission of th» 
prepositional ‘a,’ *in,’ or *on.’ Thus ‘ (//-) culling of,’ &c. 

41. Sharp misery] Mal. Sec Sackville’s description of Misery in his Induc- 
tion : * His face was leane^ and some deal pinde away; And eke his hands consumed 
to the bone,' 

43. An alligator stuff’d] Mal. It appears from Nashe’s Have With You to 
Saffron Walden, 1596, that a stuffed alligator, in Sh.’s time, made part of the furni- 
ture of an apothecary’s shop. * He made’ (says Nashe) ‘ an anatomic of a rat, and 
after hanged her over his head, instead of an apothecary s crocodile or dried alli- 
gator' losing. Hnds. Sta, Clarkcy Hal. 

Steev. I was many years ago assured that, formerly, when an apothecary first 
engaged with his druggist, he was gratuitously furnished by him with these articles 
of show, which were then imported for that use only. I have met with the alligator, 
tortoise, &c., hanging up in the shop of an ancient apothecary at Limehousc, as well 
as in places more remote from our metropolis. See Hogarth, Marriage k la Mode, 
plate iii. It may be remarked, however, that the apothecaries dismissed their alli- 
gators, &c., some time before the physicians were willing to part with their amber- 
headed canes and solemn periwigs. Hal. 

Douce. This word was probably introduced into the language by some of our 
early voyagers to the Spanish or Portuguese settlements in the newly-discovered 
world. They would hear the Spaniards discoursing of the animal by the name of 
el lagarto, or the lizard — Lat., lacerta ; and on their return home they would inform 
their countrymen that this sort of crocodile was called an alligator. 

Halliweij.. Mr. Fairholt .sends me this note : ‘ Romeo’s description of the shop 
of the poor apothecary may be accepted as minutely accurate, for it was customary 
with his class “ to make a show,” according to their means. Rows of drug-bottles 
in Majolica, highly decorated by painting, filled their shelves, and are now among 
the most coveted articles to collectors of “ Raffaelle-ware.” The apothecary’s shop 
was then (as it is now in Italy) the rendezvous for idlers and elderly gossi]is ; hence 
the proprietor made the best di.splay he could of his own position. Dried fishf*s and 
marine monsters were su.spended from the ceiling; “an alligator stuff ’d” w'as the 
most coveted and indispensable of all ; and we rarely meet with any representation 
of the shop of the humblest medical practitioner without one. In Dutch art they 
abound. Our cut represents that of a village barber-surgeon after one of Teniers 
best pictures.’ 

In addition to the foregoing notes may be quoted the following curious lines from 
Garth’s Dispensary, an account of a similar shop ; 

* Here mummies lay most reverendly stale ; 

And there the tortois hung her coat o* mail , 
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Of ill-shaped fishes ; and ctbout his shelves 
A beggarly account of empty boxes^. 45 

Green earthen pots, bladders and must^ seeds, 

Remnants of packthread and old cakes of ioses, 

Were thinly scatter’d, to make up a sho’’% 

45. beggarly\ braggartly 48. Theob. (ed. 2). scaU 

tend QqFf. 


Not far from some huge shark’s devouring head. 

The flying- Ash their fumy pinions spread ; 

Aloft in rows large poppy heads were strung, 

And, near, a scaly alligator hung. 

In this place, drugs in musty heaps decay'd ; 

In that, dry’d bladders and drawn teeth were laid.* 

45. empty boxes] Steev. This circumstance is like »vise found in Painter, tom. ii, 

p. 241 : * beholdyng an apoticaries shoppe of lytle furniture, and lesse store of 

boxes and other ihynges requisite for that science, thought that the verie povertie of 
the mayster apothecarye would make him wyllyngly yclde to that whych he pre- 
tended to demauiuK*..’ [//«/, 

Mal. It is clear, I think, that Sh. had here Brooke's poem before him : 

‘And seeking long (alac, too soone), the thing he sought, he founde. 

An apothecary sate un’msied at his doore, 

Wliom by his heavy countenance he gessed to be poore ; 

And in his shop he saw his boxes w'ere but fewe. 

And in his window (of his w-ares) there was so small a shew; 

Wlierfore our Komeus assuredly hath thought. 

What by no frendship could be got, with money should be bought ; 

For nedy lacke is lyke the poore man to compell 

To sell that which the cities lawe forbiddeth him to sell. — 

Take fiftie crownes of gold (quoth he) I geve them thee.— 

Fayre syr (quoth he), be sure this is the speeding gere^ 

And more there is then you shall node ; for halfe of that is there 
Will serve, I undertake, in lesse than halfe an howre, 

To kill the strongest man alive ; such is the poysons power.* \Hal. Cham, 

46. Green earthen pots] IIalliwell. The manuAictiire of green earthen pots • 
wras carried on in England in Sh.’s time, as appears from the following curious letter, 
written in August, 1594, from Sir Julius Ciesar to Sir William Moore: ‘After my 
hartic comendacions, &c., Wheras in tymes past the bearer hereof hath had out of 
the parke of Fainham, belonging to the Bishopprick of Winchester, certaine white 
clay for the making of grene potts usually drunk in by the gentlemen of the Temple ; 
and nowe understandingc of some restraint thereof, and that you (amongst others) 
are authorized there in divers respects during the vacancye of the said Busshoppricke ; 
my request therefore unto you is, and the rather for that I am a member of the said 
house, that you would in favour of us all permylt the bearer liereof to d gge and 
carie awaye so muche of the said claye as by him shalbe thought sufficient for the 
furnishinge of the said house with grene potts as aforesaid, paying as he hath here- 
tofore for the same. In accomplishement whereof, myself, with the whole societie, 
shall acknowledge ourselves muche beholden unto you, and shalbe readie to requite 
you, at all tymes hereafter, with the like pleasure. And so I bid you moste hartelie 
farewell.* 
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Noting this penury, to myself I said, 

An if a man did need a poison now, 5 ^ 

Whose sale is present death in Mantua, 

Here lives a caitiff wretch would sell it him. 

O, this same thought did but forerun my need, 

And this same needy man must sell it me. 

As I remember, this should be the house: 55 

Being holiday, the beggar’s shop is shut. — 

What, ho ! apothecary ! 


Enter Apothecary, 

Ap, Who calls so loud? 

Rom. Come hither, man. I see that thou art poor ; 

Hold, there is forty ducats : let me have 

A dram of poison ; such soon-speeding gear 60 

As will disperse itself through all the veins. 

That the life-weary taker may fall dead. 

And that the trunk may be discharged of breath 
As violently as hasty powder fired 

Doth hurry from the fatal cannon’s womb. 65 

50. An if'\ And if Q^F^F^, Rowe, 57. Enter Apothecary.] om. Qq. 
Pope, Sing. Ktly. 60. soon-speeding] F^. soon speeding 

50-52. An. ..Aim] *An...Aim.* Com. F^. soone spreading Q^, Pope, soone 
Dyce (ed. 2). speeding The rest. 


50. An if] Abbott {Shakespearian Grammar ^ 1869, Art. 37). This particle 
[An = if ] has been derived from any the imperative of anaUy to grant. But the word 
is generally written and in Early English (Stratmann), and frequently in Elizabethan 

•authors. . . . The true explanation appears to be that the hypothesis, the ify is 
expressed not by the andy but by the subjunctive, and that and merely means with 
the addition ofy plnSy just as but means leaving outy or minus, . . . Latterly, the 
subjunctive, foiling into disuse, was felt to lie too weak unaided to express the 
hypothesis; and the same tendency which introduced ‘more better,* ‘most unkind- 
est,* &c., superseded and by and ify an if and if. There is nothing remarkable in 
the change of and into an. Andy even in its ordinary sense, is often written an in 
Early English. (See llalliwell.) 

51. Mantua] Knt. Sir Walter Raleigh, in his ‘Discourse of Tenures,* says: 
* By the laws of Spain and Portugal it is not lawful to sell poison.* A similar law, 
if we are rightly informed, prevailed in Italy. There is no such law in our own 
Statute-book ; and the circumstance is a remarkable exemplification of the difference 
between English and continental manners. 

57. What ho ! apothecary] Knt. [gives the text of (QJ, and adds] : The 
studies in poetical art, which Sh.*s corrections of himself supply, are amongst the 
most instructive ii the whole compass of literature. [ Verp. 
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Ap, Such mortal drugs I have ; bu^ Mantua’s law 
Is death to any he that utters them, 

Rom, Art thou so bare ard full of w-etch?dne&s, 

And fear’st to die ? famine is in thy cheeks, 

Need and oppression starveth in thy eye^^ 70 

Contempt and beggary hangs upon thy back, 


69. fear'st'\ fearest Q^Q^Q^. 

70. starvcth in'\ stareth in Rowe 
(ed. 2)* (Otway’s version), Capell, Sing. 
Dyce (ed. 2), Ktly. siare wiihin Tope, 
&c. starieth in Anon, conj.* 

thy^ ihine Rowe, &c. 

Capell, Dyce, Claikc, Ktly. 


71. Contempt. .. bach Upon thy back 
hangs ragged mi ery (QJ Steev. (1773), 
Van (Corn.) 

/lan^s upon'] Q,Q,Q/„ Dyce, 
Sta. Cambn hang on Rowe, 

Pope, Han. hang upon Q^, Theob. 
Warb. JoLns. Knt. Corn. Coll, et cet. 


67. any he] Dkl. So in Tam. of Shrew, III, ii, 236 ; * I’ll bring mine action 
on the proudest he.’ 

70. starveth in] Ritson. Need and oppression cannot, properly, be said to 
starve in his eyes, tiiough starved famine may be allowed to dwell in his cheeks 
[Sing, Dyce. 

Mal. The word starved in (QJ shows that starveth is right. [Dyce (ed. 2). 

Sing. The alteration, in Otway’s version, is so slight that it well merits adoption. 
Ritson’s observalion is just. 

Verp. [(Q,) vpiotcd]. Certainly very good lines, which might very well keep their 
place, if the author had chosen it, but we have no right with Steevens and the ordi- 
nary text to make an entire new reading by piecing together the two. Otway’s em- 
endation is a poetical and probable emendation. Yet the original phrase, though 
harsh, is powerful and expressive, and not to be thrown out on mere conjecture. 
The singular verb stai'veih, with the two nouns, was not a grammatical error accord- 
ing to old English usage when both nominatives, as here, made up one compound 
idea. Unless, therefore, we choose to erase all the peculiarities of ancient idiom, 
there is no reason to adopt Pope’s double emendation. [Iluds. 

Ulk. That this genuinely Shakespearian, boldly poetic expression [‘starveth in’] 
is preferable to all other attempts at emendation, seems to me indubitable. 

Hui)S. As it stands, the expression conveys a strong sense, though it will hardly 
bear analyzing. 

Coll. (ed. 2). Some modern editors, without any other authority than that of 
Otway in his Caius Marius, read ^stareth? 

Sta. Although Otway’s reading has been adopted by several of the modem 
editors, and is perhaps preferable to the other, I have not felt juiitified in departing 
from the old text. 

Dyce (ed. 2) [Ritson’s criticism quoted with approval]. Otway was the first to 
substitute 'stareth^ for the corruption ‘starveth’ — Otway being endowed with common 
sense as well as with genius. 

Clarke. As well might Ritson object that contempt and beggary cannot strictly 
be said to hang upon his back. These are among the bold licenses of expression 
that poets take, and which are full of poetic significance to poetic minds while 
affording trouble and pe plexity to literal scanners. 

23 



j66 


ROMEO AND JULIET. 


[ACT V, sc. L 


The world is not thy friend, nor the world’s law : 

The world affords no law to make thee rich ; 

Then be not poor, but break it, and take this. 

Ap. My poverty, but not my will, consents. 75 

Rom. I pay thy poverty and not thy will. 

Ap. Put this in any liquid thing you will, 

And drink it off ; and, if you had the strength 
Of twenty men, it would dispatch you straight. 

Rom. There is thy gold, worse poison to men’s souls, 8o 
Doing more murders in this loathsome world, 

Than these poor compounds that thou mayst not sell : 

I sell thee poison, thou hast sold me none. 

Farewell : buy food, and get thyself in flesh. — 

Come, cordial and not poison, go with me 85 

To Juliet’s grave; for there must I use thee. [Exeunt. 


76. pay"] pray Rowe, Knt. 

[Exit Apoth. and re-enters.] Coll, 
(ed. 2). 

80. There w] There's Ff. 

There... souls ^ Two lines, Ff. 


81. fnurders'\ Q4Q5* murder The 
rest. Knt. Sta. White, Cambr. 

84. thyself in‘\ thee into (Q,) Pope, 
&c. 


71. upon thy back] Steev. I have restored the reading of (Q^) in preference 
to the line which is found in all the subsequent impressions. 

Knt. Steevens again! who has ‘reeovered* from (Q,) the line in our common 
texts. 

Sta. The reading of (Q^) has at least equal force of expression. 

76. I pay] Dyce {^^Fnv Notes' &c.), A writer in The Westminster Revie^v. vol. 
xliv, p. 61, says that ‘Knight very properly restores the reading of and F,, 

pray the relation here is between Romeo’s earnestly repeated prayer and the 
apothecary’s consent: the moment for paying him is not yet arrived.’ But what 
does the writer understand by the concluding words of Romeo’s preceding speech, 
* take this ?' can he doubt that 'this' means the gold which Romeo holds in his hand 
ready to pay the Apothecary ? 

White. I pray is a palpable corruption. Romeo does not pray; but he does pay, 

77. Put this] Steev. Perhaps when Sh. allotted this speech to the Apothecary 
he had not quite forgot the following passage in The Pardoneres Tale of Chaucer, 
12794: 

The Potecary answered, thou shalt have 
A thing, as wisly God my soul shall save. 

In all this world ther n* is no creature, 

That ete or dronke hath of this confecture. 

Not but the mountance of a come of whete. 

That he ne shal his lif anon forlete ; 

Ye, sterve he shal, and that in lesse while. 

Than thou wolt gon a pas not but a mile : 

This poison is so strong and violent.* \,Sing. Hal. 
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Scene II. Frirr Laurerije's cell. 

Enter Friah John. 

Fri, y. Holy Francibcan friar ! brother, ho ! 

Enter Fp'ar Laurence. 

Fri, L, This same should be the ’^oice of Friar John. — 
Welcome from Mantua : what says Romeo ? 

Or, if his mind be wnt, give me his letter. 

FrL y. Going to find a bare-foot brother out, 5 

One of our order, to associate me. 

Scene ii.] Rowe. Dyce (ed. 2). 

Friar Laurcnce’.s cell.] Capell. The 4. if /its mind"] if 

Monastery near Verona. Rowe. Verona. 

5. Going to find] Knt. Friar Laurence and his associates must be supposed to 
belong to the Iranciscan ordc of friars. In his kindliness, his learning, and his 
inclination to mix with and, perhaps, control the affairs of the world, he is no unapt 
representative of one of this distinguished order in their best days. Warton, in his 
History of English Foetry, has described the learning, the magnificence, and the 
prodigious influence of this remarkable body. Friar Laurence was able to give to 
Romeo ‘Adversity’s sv.'eet milk — philosojfliy.’ lie was to Romeo ‘a divine, a 
ghostly confessor, A sin-absolvcr, and my friend professed but he was yet of the 
world. He married Romeo and his mistress, partly to gratify their love, and partly 
to secure hi'- influence in the reconciliation of their families. Warton says the Fran- 
ciscans ‘ managed the machines of every important operation or event, both in the 
religious and political world.’ 

Mal. So in Romeus and Juliet; 

‘Apace our fner John to Mantua him hyes ; 

And, for because in Italy it is a wonted gyse 

'I'hat friers in the towne .should seeldome walke alone, 

Hut of iheyr covent ay should he accontpanide ivtlh one 
0/ his profession., straight a house he fyndeth out, 

In niynde to take some frier with him, to walke the towne about.* 

Our author, having occasion for Friar John, has here departed from the poem, 
and supposed the pestilence to rage at Verona, instead of Mantua. [Sing. Iluds, 
Knt. 

6. to associate] Steev. Each friar has always a companion assigned him by 
the Superior when he asks leave to go out; and thus, says Baretti, tliey are a check 
upon each other. [Sing. Corn. Verp. Huds. White (sub.stantially). Chant. Hal. 

Holt White. In the Visitatio Notabilis de Seleburne, a curious record printed 
in The Natural History and Antiquities of Selborne, Wykeham enjoins the canons 
not to go abroad without leave from the prior, who is ordered on such occasions to 
assign the brother a comjianion, ne stispicio sinistra vel scandalum oriatur. — Append., 
p. 448. [Sing. Huds. Sta. Hal. 




268 


ROMEO AND JULIET. 


[act V, sc. IL 


Here in this city visiting the sick, 

And finding him, the searchers of the town. 

Suspecting that we both were in a house 

Where the infectious pestilence did reign, lO 

Seal’d up the doors and would not let us forth ; 

So that my speed to Mantua there was stay’d. 

Fri. L. Who bare my letter then to Romeo ? 

Fri, J, I could not send it, — here it is again, — 

Nor get a messenger to bring it thee, 1 5 

So fearful were they of infection. 

Fri, L, Unhappy fortune ! by my brotherhood. 

The letter was not nice, but full of charge 
Of dear import, and the neglecting it 

May do much danger. Friar John, go hence; 20 

Get me an iron crow and bring it straight 
Unto my cell. 

Fri. J. Brother, I’ll go and bring it thee. [Exti. 

7, 8. Transpose these lines, Mai. 14. \_Giving it'] Coll. (ed. 2), 

conj. (withdrawn), Sta. approves. 23. it thee.] it. Han. 

13. bare] bore Pope, &c. 


Reed. By the statutes of Trinity College, Cambridge, ch. 22, it is declared, That 
no batchelor or scholar shall go into the town without a companion as a witness of 
his honesty, on pain, for the first offence, to be deprived of a week’s commons, with 
further punishment for the offence, if repeated. Iluds. Sta. 

Mal. These words must be considered parenthetical, and ‘ Here in this city,’ &c., 
must refer to the bare-foot brother. [^Clarke. 

Verp. a shrewd piece of policy [travelling in pairs] which has been adopted by 
our American Shakers. 

7, 8. Here . . . town] Sta. Malone’s suggestion that these lines should be 
transposed seems very probable. 

9. house] Del. According to both of Sh.’s authorities, the ‘house’ was the 
convent to which the latter monk belonged. 

16. were they] Clarke. The manner in which ‘they’ is used in this sentence 
affords an example of Sh.’s employing a relatively used pronoun in reference to an 
implied particular; ‘ a messenger’ allowing to be implied, in the word ‘ they,’ those 
who would not undertake to bear a message for fear of infection. 

18. nice] Steev. /. e.t was not written on a trivial or idle subject. [Sin^. Huds. 
Kni. Cell. White.] The learned editor [Tyrwhitt] of Chaucer’s Canterljury Tales, 
1775, observes that H. Stephens informs us that nice was the old French word for 
niaiSf one of the synonyms of sot. 

Del. Compare, in this same sense, ‘ How nice the quarrel was,* HI, i, 150. 

Coll. (ed. 2). 

White. To be nice is to be particular in small things. 
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Fri. L. Now must I to the monum. .it alone ; 

Within this three hours will fair Juliet wa^e : 2$ 

She will beshrew me much that Romeo 
Hath had no notice of these accidents ; 

But I will write again to Mantua, 

And keep her at my cell till Romeo conie : 

Poor living corse, closed in a dead man’s tomb! \Extt. 


Scene III. A churchyard ; in it a monument belonging to the 

Capidets. 

Enter Paris and his Page, hearing flenners and a torch. 

Par. Give me thy torch, boy : hence, and stand aloof : — 

Yet put it out, for I would not be seen. 

Under yond yew-trees lay thee all along, 


25. this"] these Q^, Pope, &c. Capell. 
Slene III.] Rowe. 

A churchyard;...] A Church- 
yard, in it, a noble Monument... Rowe, 
om. QqFf. 

Enter,..] Capell, substantially. Enter 
Paris and his Page. QqFf. Enter Paris 


and his Page, with a Light. Rowe. Ulr. 
follows (Q,). 

1. aloof ^ F . aloofe Qq. aloft F, 
F F . 

2. [Boy puts out the torch] Capell. 

3. yond yew-trees‘\ Pope, from (Q,). 
yond young trees QqFf, Rowe. 


A churchyard, &c.] Hunter. It is clear that Sh., or some writer whom he 
followed, had in mind the churchyard of Saint Mary the Old in Verona, and the 
monument of the Scaligcrs which stood in it. We have nothing in England which 
corresponds to this scene, and^no monument or vault in which scenes such as this 
could be exhibited. Coryat, who could often be worse spared than a better man, 
writes thus : 

* I saw the monuments of two of the noble Scaligers of Verona in a little churchyard adjoining to tha 
church called Mana Anliqua ; the fairest whereof is that of Mastinus Scaliger, standing at one corner 
of the churchyard, which is such an exceeding sumptuous mausoleum that I saw not the like in Italy. 
The other monument is that of Canis Grandi, or Magnus Scaliger, which stood within another corner 
of the same churchyard, right opposite unto this.* — Crudities^ vol. ii, p. 114. 

Sing. (ed. 2). The Lovers arc said to have been buried in the SotterrAneo of 
Fermo Maggiore, belonging to an order of Franciscans. The monastery was burnt 
down some years since, and a sarcophagus, said to be that of Juliet, was removed 
from the ruins, and is still shown at Verona. [ White. 

and a torch] Ulr. I cannot see why the stage-direct'ons of (QJ, not only here 
but elsewhere, should give place to the fabrications of thi later editors. 

Del. Paris expressly says, in line 14, that he * dews* her grave * with sweet 
water.* 

3. yond yew-trees] Coll. (ed. i). Balthasar afterwards speaks of a *young 
tree’ in the churchyard, but probably we ought again to read ^^w-tree. Sh. would 
hardly have written yond' young. 
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Holding thine ear close to the hollow ground; 

So shall no foot upon the churchyard tread, 5 

Being loose, unfirm, with digging up of graves, 

But thou shalt hear it : whistle then to me. 

As signal that thou hear’st something approach. 

Give me those flowers. Do as I bid thee, go. 

Page, [Aside'] 1 am almost afraid to stand alone lO 

Here in the churchyard ; yet I will adventure. [Retires. 

Par, Sweet flower, with flowers thy bridal bed I strew. 

O woe ! thy canopy is dust and stones. 


4. Holding ihine] Capell. Holding 
thy QqFjFjj. Laying thy Rowe, 

&c. 

8. heat^st~\ Rowe (ed. 2)*. hearest 
QqFf, Rowe, Sta. 

10. [Aside] Capell, Dyce, Clarke, 
Cambr. om. QqFf, Rowe, &c. Var. et 
cet. 

stand alone] stand along F,. 
stay alone Coll. (ed. 2) (MS.), Ulr. 


11. [Retires.] Capell. Exit. 

F^. om. QqFj. 

12. [going up to the Tomb. Capell, 
12,13. stre 7 V. ...stonesy] CoW. streiv: 

...stones, QqFf, Rowe, Knt. Cham. 
strew .'...stones I Capell, Dyce. strew; 
...stones. Sing. (ed. 2). strezv , — ( 0 woe, 
....stones 1 ) Sta. Clarke. strew , — .... 
stones; — Cambr. 

[Strewing flowers.] Pope, &c. 

13-17. vSee note infra. 


CoLl.. (ed. 2). In both places the (MS.) has ‘yew’ iox young. The blunder 
arose, doubtless, from ‘yew’ having been ^pehyougli in the old MSS. 

Ulr. That Balthasar afterwards mentions a ‘young tree,’ under which he fell 
asleep, is no proof that we should read young t 7 'ee here also ; on the contrary, it 
proves the reverse, since it is much more probable that Sh. would have given a dif- 
ferent character to the different trees imder which the Page and Balthasar reclined. 

Ktly. There can be little doubt that yeiv was the poet’s word. It is not so easy 
to decide between tree and trees ; but I prefer the former. 

8. something] S. Walker {*Crit.,* vol. i, p. 223). To one that reads the play 
continuously it is evident that the ear demands * somG-thif/g.* 

10. stand alone] Com.. Azotes and Emend.''). Paris has expressly ordered the 
Page to lie down, with his ear to the ground, that he might listen ; therefore the 
alteration of the (MS.) seems proper, and is, doubtless, what Sh. wrote. [£//r. 

Dyce (ed. 2). That is, remain; which I notice because Collier now prints, with 
his (MS.), ‘ stay.’ 

12. bed I strew] Sta. By the modem punctuation of this passage, Paris is 
made to promise that he will nightly water, not the flowers, but the canopy of Juliet's 
* bridal bed’ ! 

13-17. O woe ! . . . weep] Cambr. Instead of these five lines, Pope inserts the 
four following, from (QJ : 

* Fair Juliet, that with angels dost remain, 

Accept this latest favour at my hand. 

That living honour’d thee, and being dead 
With fun’ral obsequies adorn thy tomb.’ 

For lines 12 17, Steevens (1773) substituted the corresponding lines of (Q,), excepi 
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Which with sweet water nightly ' will dew, 

Or, wanting that, with t'^ars distiii'd by moans : 15 

The obsequies that I for thee will ’ceep 
Nightly shall be to strew thy grave and weep. 

f The Pagi whistles. 

The boy gives warning something ^oth approach. 

What cursed foot wanders this way tc-night, 

To cross my obsequies and true-love’r rite ? 20 

What, with a torch ! — Muffle me, night, awhile. \Retires, 


Enter Romeo and Balthasar, with a torch ^ mattock ^ &*c, 

Rom. Give me that mattock and the wrenching iron. 

Hold, take this letter ; early in the morning 
See thou deliver it to my lord and father. 

Give me the light : upon thy life, I charge thee, 25 

Whate’er thou hcar’st or scest, stand all aloof, 

And do not interrupt me ia my course. 

Why I descend into this bed of death 
Is partly to behold my lady’s face, 


17. [The Page whistles.] The Boy 
whistles. Rowe, &c. Whistle Boy. QqFf. 

18. warniug\ warning, (Qi)QqFt, 
Rowe, &c. Capell, Var. (Corn.) Knt. 
Huds. Sta. Ktly. warning; Stcev, 
(« 773 )- 

19. 7W9'] wayes F^. 

20. rite'] Pope (ed. 2). right QqFf, 
Rowe, rites (QJ Pope (ed. i), Capell, 
Var. Dyce (ed, 2). 

21. Mn ffle ine,night,’\V,oyvQ. muffle 


me night Q^Q^Q^Ff. night muffle me 
[Retires.] Capell. om. QqFf. 
Enter...] Mai. from Theob. and Ca- 
pell. Enter Romeo, and Peter. Q^Q^Ff, 
Rowe, Pope [with a light]. Enter Ro- 
meo and Balthazer his man. Q^Qj. Ulr. 
follows (Qj). 

22. SCFCNE IV. Pope. 

thaf\ the Q,Q,Q,. 

26. hear' St] hearest Q^QgQ^. 


that he ff)llows Pope in reading * hand’ for ‘ hands’ [and ‘ doth adorn’ for doo adorne. 
These two deviations from (QJ Steevens corrected in his next (1778) and subsequent 
editions, and is followed by Mal. (1821), Har. Sing. (ed. i), Camp. Haz. Ed.] 
.20. rite] Del. The reading of (QJ fails to convey the meaning. 

21. muffle] Steev. Thus in Drayton’s Polyolbion: ‘But suddenly the clouds, 
which on the winds do fly, Do muffle him againe.’ Muffle was not become a low 
[‘ unpoetical,’ Sing. (ed. i)] word even in the time of Milton, as the PZlder Brother 
in Comus uses it : ‘ Unmuffle, ye faint stars,* &c. A muffler was a part of female 
dress. [Sing. 

Dyce. A muffler is a sort of wrapper worn by women, which generally covered 
the mouth and chin, but sometimes almost the whole face. 

22. Balthasar] Coll. Possibly Kemp doubled his part, and acted both Peter 
and Balthasar, as both were short, and hence the confusion. [ Ulr, Del, White, 
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But chiefly to take thence from her dead finger 30 

A precious ring, a ring that I must use 
In dear employment : therefore hence, be gone : 

32. dear employment] Johnson. That is, action of importance, \^Sing, 

Steev. Ben Jonson uses the word dear in the same sense in Catiline^ Act I : 
* Put your known talents on so dear a business.* [Sing, 

Singer [Note on Twelfth Night, V, i, 74: ‘in terms so bloody and so dear*']. 
Tooke has so admirably accounted for the epithet dear applied by our ancient writers 
to any object which excites a sensation of /turt^ pain, and consequently of anxiety^ 
solicitude, care, earnestness, that I shall extract it as the best comment iqion the 
apparently opposite uses of the word in our great poet : ^Deai'th is the third person 
singular of the English (from the Anglo-Saxon verb Derian, noccre, la;dere), to 
dere. It means some or any season, weather, or other cause, which dcreth, i. e., 
maketh dear, liurteth, or doth mischief. The English verb to dcr'e was formerly in 
common use.* He then produces about twenty examples, the last from Hamlet 
[I, ii, 1B2] ; ‘Would I had met my dearest foe in heaven,* &c. Tooke continues: 
‘Johnson and Malone, who trusted to their Latin to explain his (Sh.’s) English, for 
diVtfr and deerest would have us read dire and direst; not knowing that Dere and 
Deriend mean hurt and hurting, mischief and mischievous ; and that their Latin 
dims is from our Anglo-Saxon Dere, which they would expunge.’ — Epca Pteroenta, 
vol. ii, p. 409. A most pertinent illustration of Tooke’s etymology has occurred ta 
me in a MS. poem by Richard Rolle the Hermit of Hampole : 

* Bot flaterinR lele and loselry, , 

Is grete chepe in thair courtes namly. 

The most derihe of any, that is 

Aboute tham there, is solhfastnes.*-— Vita. 

Dyce [quotes the foregoing and adds] : See, too, Richardson’s Diet., where 
Tooke’s explanation of dear is given as the true one. 

Caldecott [Note on ‘my dearest foe,’ Hamlet I, ii, 182]. Throughout Sh., and 
all the poets of his and a much later day, we find this epithet applied to the person 
or thing which, for or against us, excites the liveliest and strongest interest. It is 
used variously, indefinitely, and metaphorically to express the warmest feelings of the 
soul ; its nearest, most intimate, home and heart-felt emotions : and here, no doubt, 
though, as everywhere else, more directly interpreted, signifying ‘veriest, extremest,’ 
must by consequence and figuratively import ‘bitterest, deadliest, most mortal.’ As 
extremes are said, in a certain sense, to approximate, and are in many respects alike 
or the same, so this word is made, in a certain sense, to carry with it an union of 
the fiercest opposites : it is made to signify the extremes of love and hatred. It may 
be said to be equivalent generally to very, and to import * the excess, the utmost, the 
superlative’ of that, whatever it may be, to which it is applied. But to suppose, with 
Tooke {^Divers, of Puidey, ii, 409), that in all cases dear must at that time have 
meant ‘ injurious,* as being derived from the Saxon verb dere, to hurt, is perfectly 
absurd. Dr. Johnson’s derivation of the word, as used in this place, from the Latin 
dims, is doubtless ridiculous enough; but Tooke has not produced a single instance 
of it, i, e., of the adjective, in the sense upon which he insists, except, as he pre- 
tends, from our author, &c. [Dyce. 

Craik [‘ The English of Sh.* p. 237 : ‘ Shall it not grieve thee, dearer than thy 
death?’ — Jul. Cajs., HI, i, 196]. Horne Tooke (*Div. of Purley^ 612, &c.) makes 
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But if thou, jealous, dost return to pry 
In what I farther shall intend to do, 

By heaven, I will tear thee joint by joint 35 

And strew this hungry churchyard with thy limbs : 

The time and my intents are savage-wild, 

More fierce and more inexorable far 
Than empty tigers or the roaring sea. 

BaL I will be gone, sir, and not trouble you. 40 

Ro 7 n. So shalt thou show me iriendship. Take thou that : 


34. farther] Qq, Coll. Ijlr. White, 
Hal. Clarke, Cambr. further Ff, Rowe, 
&c. Capell, Var. et cet. 

37. savage-wild] Hyphen, Steev. 
savage^ wild Pope, &c. Capell, Coll. Ulr. 
White, Hal. 


* 40, 43. Balt, or Bal.] Q^Q^. Pet. 
The rest. Rowe, Pope. 

40. you] ye Q^. 

41. show me friendship] win my fa-^ 
vour (Qj) Pope, Han, 


a plausible case in fuvour of dear being derived from the ancient verb derian, to 
hurt, to annoy, and of its proper meaning being, therefore, injurious or hateful. 
His notion seems to be that from Jiis derian we have dearth^ meaning properly that 
sort of injury that is done by the weather, and that, a usual consequence of dearth 
being to make the produce of the earth high-priced, the adjective dear has thence 
taken its common meaning of ♦precious. This is not all distinctly asserted, but 
what of it may not be explicitly set forth is supposed and implied. It is, however, 
against an explanation which has been generally accepted, that there is no appear- 
ance of connection between derian and the contemporary word answering tc dear 
in the sense of high-priced, precious, beloved, which is deore^ diire^ or dyre^ and is 
evidently from the same root, not with derian, but with deoran or dyran, to hold 
dear, to love. There is no doubt about the existence of an old English verb dere, 
meaning to hurt, the unquestionable rej^resentative of the original derian. Thus in 
Chaucer (C 7 T 1824), Theseus says to Palamon and Arcite, in the Knight’s Tale; 

* And ye shul bothe anon unto me swere 
That never mo ye shul my contree dere, 

Ne maken werre upon me night ne day. 

But ben my frendes in alle that ye may.’ 

But perhaps we can get most easily and naturally at the sense which dear sometimes 
assumes by supposing that the notion properly involved in it of love, having first 
become generalized into that of a strong affection of any kind, had thence passed 
on into that of such an emotion the very reverse of love. We seem to have it in 
the intermediate sense in such instances as the following : 

‘ Some dear cause 

Will in concealment wrap me up awhile.*— JLear, IV, iii, 53. 

[The present line cited.] And even when Hamlet speaks of his * dearest foe,' or 
when Celia remarks to Rosalind, in As You Like It, I, iii, 31, ‘ My father hated his 
[Orlando’s] father dearly^ the word need not be understood as implying more than 
strong or passionate emotion. [Dvee, 

33. jealous] Sta. i, e., suspici us. 


S 




274 


J?OMEO AND JULIET. 


[ACT V, sc. ia 


Live, and be prosperous : and farewell, good fellow. 

BaL \Aside\ For all this same. Til hide me hereabout ; 

His looks I fear, and his intents I doubt. {Retires. 

Rom, Thou detestable maw, thou womb of death, 4? 

Gorged with the dearest morsel of the earth, 

Thus I enforce thy rotten jaws to open, 

{Breaking open the Door of the MomimenU 
And in despite I’ll cram thee with more food. 

Par, This is that banish’d haughty Montague 
That murder’d my love’s cousin, with which grief, 5^ 

It is supposed, the fair creature died, 

And here is come to do some villanous shame 

To the dead bodies : I will apprehend him. — \Comes fo^'ward. 

Stop thy unhallow’d toil, vile Montague ! 

Can vengeance be pursued further than death ? 55 

Condemned villain, I do apprehend thee : 

Obey, and go with me ; for thou must die. 

Rom, I must indeed, and therefore came I hither. 


43. [Aside] Capell, Dyce, Cambr. 
45. detestable maw} maw detestable 

Han. 

[fixing his Mattock in the Tomb. 

Capell. 

47. [Breaking....] Rowe, substan- 
tially. Tomb opens. Capell. Opens 


the tomb. Cambr., after line 48. 

48. despite} requite Ktly. conj. 

53. [Comes...] Draws, and rushes 
ft)iward. Capell, after line 54, om. 
Q,lFf. 

54. unhallowed} Pope, unhallowed 
QqFf. 


45. detestable] Steev. This word, which is now accented on the second sylla- 
ble, was once accented on the first; therefore this line was not originally unharmo- 
nious. \_Sing. Verp. 

Mal. In Spenser’s Faerie Queene, b. I, c. i, st. 26 : * That detestable sight him 
much amaz’d.’ \_Siftg, 

Verp. So in King John, III, iv, 29, and in Paris’s lamentation, IV, v, 56. 

Ulr. This may also have been the case in other instances where Sh. has been 
accused of inharmonious rhythm. 

47. Stage-direction] Malone [*IIisf. of English Staged p. 90). Though un- 
doubtedly Sh.’s company were furnished with some wooden fabrick sufficiently re- 
sembling a tomb, for which they must have had occasion in several plays, yet some 
doubt may be entertained whether any exhibition of Juliet’s monument was given 
on the stage. Romeo, perhaps, only opened with his mattock one of the stage trap- 
doors fwhich might have represented a tomb-stone), by which he descended to a 
vault beneath the stage, where Juliet was deposited. Juliet, however, after her re- 
covery, speaks and dies upon the stage. If, therefore, the exhibition was such as I 
have supposed, Romeo must have brought her up in his arms from the vault beneath 
the stage, after he had killed Paris. 
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Good gentle youth, tempt not a desperate r .an ; 

Fly hence and leave me : think upon these f rue ; 60 

Let them affright thee. I beseech thee, youth. 

Put not another sin upon my head, 

By urging me to fury : O, be gone ! 

By heaven, I love thee better than myself, 

For I come hither arm’d against myself: 6; 

Stay not, be gone : live, and hereafter say, 

A madman’s mercy bade thee ruxi away. 

Par, I do defy thy conjurations 


59. Good gentle\ Go, gentle Anon, 
conj.* 

60. these'\ those Ff, Rowe, Pope, 
Han. 

62. Ptit'\ Pull Rowe, &c. Pluck 
Capell conj. Heap (QJ Mai. Var. 
Hiids. Sta. 

67. bade'\ bad Q^. bid The rest, 


Cambr. 

68. th^'\ om. Coll. (^d. 2) MS. 

co::jitrations'\ (Q,) Mai. corn- 
miration Qjj. commisseration Q3FJ. com- 
miseration 0.^30.^ Rowe, &c. Knt. 
Coll. Ulr. Coll. (ed. 2) (MS.) conjura- 
tion Capell. commination Mommsen 
conj. 


59. Good gentle youth] Coleriikik (‘A/a Rem.^ vol. ii, p. 158). The gentle- 
ness of Romeo was shown before as .softened by love, and now it is doubled by love 
and sorrow, and awe of the place where he is. [ Verp. 

68. conjuraCons] Steev. Paris conceived Romeo to have burst open the monu- 
ment for no purpose but to do some villainous shame on the dead bodies, such as 
witchc.s are reported to have practised ; and therefore tells him he defies him and his 

magic arts. So in Painter, tom. ii, p. 244: ‘ the watch of the city by chance 

passed l)y, and, seeing a light within the grave, suspected straight that they were 
necromancers, which had opened the tomb to abuse the dead bodies for aide of their 
arte.’ 

Mal. The obvious interpretation of these words, */ reftise to do as thou conjures! 
me to do — i. e., to depart^ is, in my apprehension, the true one. 

Sing. So Constance, in King John, III, iv, 23 : ‘ No, I defy all counsel, all 
redress.’ 

Coll. (cd. i). The sense of ‘ commiseration’ is clear; not so of conjurations, 

Ulr. [Commiseration of Collier’s (MS.)] refers simply and naturally to the 
‘ mercy’ which immediately precedes it in Romeo's speech. 

Del. This word is peifectly intelligible; Romeo repeatedly conjured Paris not to 
provoke him, but to depart. 

Huds. Conjurations are earnest requests or entreaties. The verb conjure is still 
much u.‘-ed in the same sense. Collier, however, retains the later reading, alleging 
[as above]. What can the man mean? Conjurations is just the word wanted for 
the place. 

Dyce (J Remarks'). ^ Commiseration j besides violating the metre, is on the very 
verge of the ludicrous. It is a stark misprint; and the progress of the corruption is 
plain enough. The having * commiration' (an error for * coniuration,’ — the editor 
of that Q perhaps preferring the word in the singular), ♦he said vox nihili was 
altered in subsequent editions to * commiseration.’ [‘ So in Hamlet, pelican, not 
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And apprehend thee for a felon here. 

Roin, Wilt thou provoke me ? then have at thee, boy ! 70 

\They fight. 

69. apprehend'\ doe attach 70. [They fight.] (QJ. They Fight, 

Sing. Ktly. Paris falls. Rowe, &c. om. QqFf. • 


being understood by tlie printer, has been changed into politician P — MS. marginal 
note by Mr. W. N. Lettsom, in the present editor’s copy of Dyce’s Remarks.'] 
With respect to * the sense of conjurations' which Collier thinks is ‘ not clear,’ — 
fcurely, in the speech, to which the present one is an answer, Romeo had sufficiently 
conjured Paris when he said; [lines 59-63]. As the commentators, though they 
observe that * defy* means * reject, refuse to comply with,* give no example of * con- 
juration* in the sense of ‘ earnest entreaty (which it often bore) I subjoin the follow- 
ing passage : — 

* Queen. — — but [I] intreat, my sonne, 

Gloster may dye for this that he hath done, 

# # • * 

Hen. Haue I not sworne by that eternal! arme 

That puts iust vengance sword in Monarks hands, 

Gloster shall die for his presumption ? 

What needs more comuration^ gratious Mother,* &c. 

A Pleasant Cammodle, called Looke about you^ x6oo, sig. 11, 3. 

Dyce ijFew Notes'). It may not be useless to notice here that the word occurs in 
the same sense in a once-admired modern novel : * The arguments, or rather the 
conjurations, of which I have made use,* &c. — Mrs. Sheridan’s Sidney Bidulph^ 
vol. v, p. 74. 

White {*Sh. Scholar^ 1854, p. 388). This argument and citing of instances 
from ancient authors seems odd enough to Americans. It is almost as common in 
America, and has always been, to say * I conjure you’ to do thus or so, as ‘ I entreat 
you ;* especially when the person addressed is earnestly entreated to do something 
for his own welfare, which is the case in the present instance. 

Sta. The meaning may be simply, * I contemn your entreaties,* or, as he sus 
pected Romeo had come to do some shame to the dead bodies, he might use conjura 
Hons in its ordinary sense of supernatural arts, and mean that he defied his necro 
mantle charms and influence. 

Coll. (ed. 2). The (MS.) has* thy* erased in this line as redundant for the 
metre. . . . The error originated with the old printer of the (QJ, who committed so 
many other and such gross mistakes, and who, not being well acquainted with the 
word * commiseration’ (written no doubt in his day with one m — comiseration), com- 
posed coniurations instead of it. All the probabilities are in favour of * commisera- 
tion ;* and although conjurations would answer the purpose, * commiseration* fills 
the place better. We can have no other ground of preference for one word over the 
other. 

Dyce (ed. 2) quotes with approval Malone’s paraphrase. 

White. A sort of sense was made of commirations by changing it to *com- 
miseration* 

Halliwell. Compare the following in Sir P. Sydney’s Arcadia : * How 

greate soever my busines be, faire Ladie (said hee), ^ shall willinglie yeeld to so 
noble a cause : But first, even by the favour you beare to the Lorde of this noble 
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Page. O Lord, they fight ! I will go call the watch. [Exit 
Par. O, I am slam ! — [Falls ^ If thou be merciful, 

Open the tomb, lay me with juliet [Dies, 

Rom. In faith, I will — Let me peruse this face: 

Mercutio’s kinsman, noble County Paris! 7S 


What said my man, when my betossed soul 
Did not attend him as we rode ? I think 
He told me Paris should have married Juliet: 

Said he not so ? or did I dream it so ? 

Or am I mad, hearing him talk of Juliet, 80 

To think it was so ? — O, give me thy hand. 

One writ with me in sour misfortune’s book I 
ril bury thee in a triumphant grave ; — 

A grave ? O, no, a lantern, slaughter’d youth ; 

For here lies Juliet, and her beauty makes 85 

71. Page.] Q4Q5. om. Q^Q^. Pet. face: — In faith I will; — Seymour 

Ff. Page [without. Ilan. coiij. 

0 ..,watch.'\ Italics in QaQ,* [holds the torch to it.] CapeH 

[Exit.] Capell. om. QqFi. 81. handy'\ hand I Momm. 

72. [Falls.] Capell. om. QqFf. [He takes it] Coll. (ed. 2). 

73. [Dies.] Theob. om. QqFf. 82. book /] Capell. booky 

74. In..face:'\ Let me peruse this ^ook. bookyioxam. 

armour, I conjure you to tell me the storie of your fortune herein, least hereafter, 
when the image of so excellent a ladie in so strange a plight come before mine eies, 
I condemne myself of want of consideration in not having demanded thus much. . . . 
Your conjuration, fayre Knight (said she), is too strong for my poor spirit to dis- 
obeye,^ &c. 

71. O Lord , . . watch] Mommsen. Tlie italics of Q3Q3 show that these linca 
Were spoken behind the scenes. 

84. a lantern] Steev. This may not here signify an enclosure for a lighted 
candle, but a louvre, or what in ancient records is styled lanternium, i. e. a spa- 
cious round or octagonal turret full of windows, by means of which cathedrals, and 
Bometimes halls, are illuminated. See the beautiful lantern at Ely Minster. [Sta. 
Dyce."] The same word, in the same sense, occurs in Churchyard’s Siege of Edin- 
brough Castle : ‘ This lofty seat and lantern of that land.* Again in Holland’s trans. 

Pliny’s Natural History, b. 35, chap. 12; * hence came the louvers and laU’ 

femes reared over the roofes of temples,’ &c. [Sing. Verp. Huds. 

White. In the ancient kitchens and halls the louvre was the only exit for the 
smoke and heated air of the apartment. See the following passage from the old 
romance, Thomas of Reading : * And with that he caused his Men to take him pres- 
ently, and to bind him Hand and Foot. Which being done, they drew him vp in a 
Basket into the Smoky Louer of the Hall, and there did let him hang, &c. And in 
such a heate was hee driue» with drawing him vp, that he was faine to cast off his 
Gownes, his Coates and two paire of his Stockings,’ &c. — Sig. F, ed. 1632, 

24 
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This vault a feasting presence full of light 
Death, lie thou there, by a dead man interred. — 

\Laying Paris in the monument 

87. Deat}{\ Dead Dyce (ed. 2) (Lett- 87. lie'] be 
som conj.). [Laying...] Theob. om. QqFf. 


86. presence] M. Mason. A presence means a ptthlic roontf at times tlie pres- 
ence-chamber of the sovereign. (ed. i), V'erpt IJuds.] So in The Noble 

Gentleman, by Beaumont and Fletcher, Jacques says his master is a duke : * His 
chamber hung with noV.es like a presence.* \^IIaL 

Mal. Again, in Westward for Smelts, 1C20 : ‘ the king sent for the wounded 

man intc the presence* [Hal. 

Steev. This thought, extravagant as it is, is borrowed by Middleton in his comedy 
of Blurt Master Constable, 1 602 : 

* The darkest dungeon which spite can devise 
To throw this carcase in, her glorious eyes 
Can make as lightsome as the fairest chamber 
In Pans Louvre.’ [Sing^. Verp. 

Nares. The state-room in a palace, where the sovereign usually appears. Hence 
used also for any grand state-room. [^Sfa. 

Hunter. It is here used for ‘presence-chamber,’ the hall of audience, the most 
splendid apartment of a royal palace. ‘ The next chamber within it, which is the 
presence, very fair.’ — Coryat, Crudities^ vol. i, p. 32. A longer quotation may be 
excused for the rareness of the source from whence it comes, and the curious theatri- 
cal information it contains : — John Chamberlayne, writing to Sir Dudley Carleton, 
from London, January 5th, 1608, says: ‘The Marquess goes forward at court the 
twelfth day, though I doubt the new room will be scant ready. All the holidays 
there were Plays, but with so little concourse of strangers that they say they wanted 
company. The King was very earnest to have one on Christmas Night, though, as 
I take it. He and the Prince received sacrament that day; but the Lords told him 
that it was not the fashion, which answer pleased him not a whit, but said, “What 
do you tell me of the fashion ? I will make it a fashion.” Yesterday he dined in 
the Presence^ in great ponij:), with his rich cupboards of plate, the one of gold, the 
other that of the House of Burgundy, pawned to Queen Elizabeth by the States of 
Brabant, and hath seldom been seen abroad, being exceeding massy, fair, and sump- 
tuous. I could learn no reason of this extraordinary bravery, but that he would 
shew himself in glory to certain Scots that were never here before, as they sa> there 
be many lately come, and that the Court is full of new and strange faces.’ — P'rom a 
copy of the Original in the State Paper Office. It shows us something of the splen- 
dour of a Presence contrasting with the dark and dismal sepulchral vault. 

Dyce. I find that Evelyn in his Diary, under 1668, speaks of himself as ‘ Standing 
by his Ma*y [Charles II] at dinner in the Presence.* 

87. Death] Dyce (ed. 2). Surely the sense demands the very slight alteration 
\^Dead*] which is now made, and which I owe to Mr. W. N. Lettsom, who observes 
tfiat ‘ in all the old eds., “ death” occurs at the end of the next line, and in the 
middle of the third line after this, — also in all the old eds., except (QJ at the begin 
ning of the fifth line after this.’ On the words, ‘ by a dead man interred,* Malone 
remarks : ‘ Romeo being now determined to put an end to his life, considers himself 
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How oft when men are at the point of !eath 
Have they been merry ! which thdr keepers call 
A lightning before death : O, how may / 90 

Call this a lightning ? — O my love ! my wife ! 

Death, that hath suck’d the honey of thy breath, 

Hath had no power yet upon thy oeauty : 

90. how\ now Johns, conj. 92. suck'd^ suck F^. 


as already dead.* (Capell had anticipated Malone in remarhin^ that Romeo here 
means himself. — A^ctes^ &c., /ol. ii, P. iv, p. 21.) 

87. by a dead man] Clarke. This fine license of poetic anticipation, by which 
Romeo, resolved to die, speaks already of himself as * dead man,’ is stigmatized by 
Steevens as one of * those miserable conceits with which our author too frecpiently 
counteracts his own pathos.’ (!) That the genuine poet, John Keats, thought very 
differently of this striking idea is testified by his havir-g introduced its twin thought 
into his poem of * Isabella,’ where stanza xxvii begins ; 

* So the iwo brothers and their murdered man 
Rode past fair Florence,’ &c. 

88, 120. How oft ... I die] Coleridge (‘ZzV. Rem.y vol. ii, p. 158). Here, 
here, is the master example how locality can at once increase and modify passion. 

90. A lightning] Steev. This idea occurs frequently in old dramas. So in 
the Second Pari of The Downfall of Robert, Earl of Huntington, 1601 : *1 thought 
it was a lightening before deatk.^ Iluds. 

Ulr. The commentators have wholly misunderstood this passage. Romeo simply 
wishes to say : * To other men at the point of death such a bright, clear moment is 
often granted ; how different is the last moment that is granted to me !’ 

Del. Romeo asks himself how he can characterize the sight which the now 
opened tomb discloses as such a lightening. 

90. lightning before death] Nares. A proverbial phrase, partly deduced from 
observation of some extraordinary effort of nature, often made in sick persons just 
before death ; and partly from a superstitious notion of an ominous and preternatural 
mirth, supposed to come on at that period, without any ostensible reason. \^Dyce. 

Clarke. The mingling here of words and images full of light and colour with 
the murky gray of the sepulchral vault and the darkness of the midnight church- 
yard, the blending of these images of beauty and tenderness with the deep gloom 
of the speaker’s inmost heart, form a poetical and metaphysical picture unequalled 
in its kind. 

Cham, We may note Byron’s remark, that even the scaffold echoes with jests : 
‘ In Sir Thomas More, for instance, on the scaffold, and Anne Boleyn in the Tower, 
when grasping her neck, she remarked that it “ was too slender to trouble the heads- 
man much.” During one part of the French Revolution it became a fashion to 
leave some mot as a legacy ; and the quantity of facetious last words spoken during 
that period would form a melancholy jest-book of a considerable size !’ — Note to Thd 
Corsair. 

93. beauty] Steev. So in Sidney’s Arcadia, b. iii : • Death being able to divide 
the soule, but not the beauty, from her body.’ [Sing. Iluds. 
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Thou art not conquer’d ; beauty’s ensign yet 

Is crimson in thy lips and in thy cheeks, 95 

And death’s pale flag is not advanced there. — 

Tybalt, liest thou there in thy bloody sheet ? 

O, what more favour can I do to thee 

Than with that hand that cut thy youth in twain 

To sunder his that was thine enemy ? 100 

Forgive me, cousin ! — Ah, dear Juliet, 

Why art thou yet so fair ? shall I believe 


94. arf\ are F,F,. 

97. Iie 5 t\ lyest Qq. ly'st Ff, Rowe, 
&c. Capell. IV st White. 

100. thine"] thy Ff, Rowe, &c. 

102, 103. shall.... amorous] Theob. 


/ will beleeve^ Shall I hcleeve that un- 
substantiall death is amorous QqFf, Coll, 
(ed. i). I will believe That...,amorous 
Pope, Ulr. 


Mal. So in Daniel’s Complaint of Rosamond, 1594: 

* Decayed roses of discolour'd cheeks 
Do yet retain some notes of former grace, 
j 4 ful ugly death sits faire within her /ace* \Sing. Huds. 

96. death’s pale flag] Steev. So in Daniel’s Complaint of Rosamond : 

* And nought-respecting death (the last of paines) 

Plac’d his pale colours (th* ensign of his might) 

Upon his new-got spoil,’ &c. \Sing, Huds. 

Tyrwhitt. An ingenious friend some time ago pointed out to me a passage of 
Marini which bears a very strong resemblance to this : 

'Morte la ’nsegna sua, pallida e bianca, 

Vincitrice sptegd sdl volto mio * — 

Rime lugubri^ p. 149, edit. Venet. 1605. [Sing. 

Mal. Daniel, who was an Italian scholar, may have borrowed this thought from 
Marini. 

Sing. Daniel could not have borrowed it. 

97. Tybalt, liest thou] Boswell. So in Jhe old poem : 

‘Ah cosin dere, Tybalt, where so thy restles sprite now be, 

With stretched handes to thee for mercy now I crye. 

For that before thy kindly howre I forced thee to dye. 

But if with quenched lyfe not quenched be thine yre. 

But with revengeing lust as yet thy hart be set on fyre. 

What more amendes, or cruell wreke desyrest thou 

To see on me, then this which here is shewd forth to thee now? 

Who reft by force of armes from thee thy living breath, 

The same with his owne hand (thou seest) doth poison himselfe to death.* [Sta. 

xoi. Forgive me, cousin] Clarke. Inexpressibly beautiful and moving is this 
gentleness of Romeo’s in his death hour. His yearning to be at peace with his foe, 
his beseeching pardon of him and calling him kinsman in token of final atonement, 
his forbearance and even magnanimity towards Paris, his words of closing consid- 
eration and kindly farewell to his faithful Balthasar, all combine to crown Romeo as 
the prince of youthful gentlemen and lovers. 
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That unsubstantial Death is amorous, 

And that the lean abhorred mopstei keeps 

Thee here in dark to be his paramour r 105 

For fear of that, I still will stay with thee. 

And never from this palace of dim night 
Depart again : here, here will I remain 

J07, palace] pallat Q^. Canibr. 

108. Depart again] See note of [Ihrowing himself by her. Capell. 

102, 103. shall I . . . amorous] Coll. (ed. i). Romeo first asserts that he will 
believe, then checks himse.f and puts it interrogatively, whether he shall believe 
that death is amorous ? 

DyC£ l^RemarkSt &c., p. 1 77]. Sh. was too well acquainted with the workings 
of the human mind to make Romeo *^rst assert that he will believe,* and then put 
it interrogatively ; in such cases the question precedes the determination. 

Sta. The old copies give us a glimpse, as it were, of the author’s own manuscript. 

Coll. (ed. 2). In our former edition we preserved both, being anxious not to 
desert the ancient authorities; but on reconsideration we are disposed to think 
Malone right : he excluded / will believe. 

Dyce. These are evidently varia leciioneSf which, by some mistake, have both 
crept into the text. 

103. Death is amorous] Steev. Burton, in his Anatomic of Melancholy, edit. 
1632, p. 463, rpeaking of the power of beauty, tells us : * But of all the talcs in this 
kinde, that is most memorable of Death himselfe, when he should have stroken a 
sweet young virgin with his dart, he fell in love with the object.* Burton refers to 
[*lhe *Vj(}iOTOTtaiyvLov of* Sing.] Angerianus, but I have met the same story in some 
ether ancient book of which I have forgot the title. \_Sing, 

Mal. So in Daniel’s Complaint of Rosamond, 1594: 

* Ah, now, methinks, I see death dallying seeks 
To entertain itselfe in love’s sweete place.’ Huds. 

106. I Still will] Sta. [Note on Mer. of Ven., I, i, 136]. Stilly that is, always, 
ever. This signification of the word is frequent in Sh., although no commentator, 
that I remember, has noticed it. 

Abbott Grammar' (ed. 3), 1870, p. 69). Still is used for constantly. In 

accordance with the derivation of the word ‘ quiet,* * unmoved.* It is now used only 
in the sense of ‘ even now,* * even then.* The connection between * during all time 
up to the present’ and * even at the present* is natural, and both meanings are easily 
derived from the radical meaning * without moving from its place.* Compare the 
different meanings of dum, donee, Iwf, &c. Thus in Ham. II, ii, 42; Tr. and Cres, 
IV, V, 195 ; Oth. I, iii, 147 ; Tit. And. Ill, ii, 44; Rich. Ill : IV, iii, 229, 

107. palace] Steev. In The .Second Maiden’s Tragedy (an old MS. in the 
library of the Marquis of Lansdowne) monuments are styled * the palaces of death,* 
\Sing. 

Clarke. By these few words — a concentrated amalgamation of richest splendours 
with dunnest obscurity — ^the poet brings his grandly-blended imagery in this speecn 
to a fitting climax. 

108. Depart again] Cavbr. The here reads: 

24 * 
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With worms that are thy chamber-maids ; O, here 

Will I set up my everlasting rest, I lO 

And shake the yoke of inauspicious stars 

From this world-wearied flesh. — Eyes, look your last ! 

Arms, take your last embrace ! and, lips, O you 
The doors of breath, seal with a righteous kiss 
A dateless bargain to engrossing death I 1 1 5 

Come, bitter conduct, come, unsavoury guide ! 

1 1 2. world-wearied'\ world wearied wearied 
Qj. worlds wearied world^s Ii6. [pours it into a Cup. Capell. 


‘Depart againe, come lye thou in my arme, 

Heer’s to thy health, where ere thou tumblest in. 

O true Appothecariel 

Thy drugs are quicke. Thus with a kisse I die. 

Depart againe, here, here, will I remaine, 

With wormes’ &c. 

The Qj has the same reading, putting a semi-colon after * againe’ in the fifth line, 
and is followed by the F^, except that ‘armes’ is substituted for *arme’ in the first 
line. The later Folios mahe no material change. The reading in our text is sub- 
stantially that of and Q^. Rowe follows the Ff, and Pope prints : 

* Depart again ; come lye thou in my arms, 

Here’s to thy health.—O true apothecary I 
Thy drugs are quick. Here, here will I remain, 

With worms* &c. 

Mal. With respect to the line, ‘ Here’s to thy health where’er thou tumblest m,* 
it is unnecessary to inquire what was intended by it, the passage in which this line 
is found being afterwards exhibited in another form ; and being much more accu- 
rately expressed in its second than its first exhibition, we have a right to presume 
[* we have indeed.’ — Dyce (ed. i)] that the poet intended it to appear in its second 
form, that is, as it now appears in the text. [A^kl. Dyce (ed. i), Sta, 

Knt. The printer had probably some imperfectly erased notes of the poet on his 
copy. 

Ulr. Probably in the actors’ copy these verses had been added without erasing 
those for which they were substituted, which might have seemed superfluous ; every 
actor knew well enough what it meant. Hence appeared the two versions in the 
text. 

1 10. my everlasting rest] See notes on IV, v, 6. 

1 1 6. conduct] Mal. So in a former scene in this play: III, i, I20. \^Sing. Sta. 
Euds.'] Marston, in his Satires, 1599, uses conduct for conductor * ‘ Be thou my 
conduct and my genius.* \^IIal. 

1 12-1 18. Eyes . . . bark] Whiter Commentary^ &c. p. 123). The strange 
coincidence has not been observed between this last speech of Romeo and a former 
one in which he anticipates his misfortunes [conf. I, iv, 106]. The curious reader 
will not fail to observe that the ideas drawn from the Stars^ the Law, and the Sea 
succeed each other in both speeches, in the same order, though with a different 
application. The bitter cause of Romeo’s death is to be found in the latter speech, 
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Thou desperate pilot, now at once run on 
The dashing rocks thy sea-sick veaiy baik. 

Here’s to my love ! \prinks ^ — O true aootliecary t 1 19 

Thy drugs are quick. — Thus with a kiss I die. {Dies. 


Enter ^ at the other erd of the churchyard^ Friar Laurence, with a lantern^ crow^ 

and spade. 


Fri, L, Saint Francis be my speed ! how o^t to-night 
Have my old feet stumbled at graves ! — Who’s there ? 

BaL Here’s one, a friend, and one that knows you well. 

Fn, L, Bliss be upon you ! Tell me, good my friend, 

What torch is-yond that vainly lends his light 125 

To grubs and eyeless skulls ? as I discern. 

It burneth in the Capels’ monument. 

BaL It doth so, holy sir ; and there’s my master. 

One that you love. 

Fri, L, Who *s it ? 

BaL Romeo. 

Fri. L, How long hath he been there ? 

BaL Full half an hour. 130 


1 1 8. thy’l my Pope, &c. Capell, 
Dyce (ed. 2) (S. Walker conj.), 

1 19. [Drinks.] Drinks the poison. 
Theobald, om. QqFf. 

120. [Dies.] Theob. Kisses her, 
and expires. Capell. om. Q(iFf. 

Enter...] Mai. after Capell. Enter 
Frier with Lanthorne, Crowe, and 
Spade. QqFf. 

122. After this line Steev. and Var. 


from (Q,), insert Who is it that consorts^ 
so lafe^ the dead ? 

126. /]om. F^Fg. 

127. Capets'^ CapiileVs F^. Capu* 
lets' Theob. Johns. Capulets Rowe, &c. 

1 28, 1 29. It doth.,.love,'\ As in Johns, 
One line in Qq. Two, the first ending 
sir^ in Ff, Rowe, &c, 

129. that you\ you dearly Pope, 
Theob. Flan. Warb. 


though I am well aware that the word bitterly [I, iv, 108] was suggested to the 
Poet by the impression on his mind of the peculiar species of death which he had 
himself destined for the character, and that it was not intentionally selected for the 
purpose of attributing to Romeo a presentiment of the mode by which the date of his 
existence was to expire. This singular coincidence in the accumulation of images 
apparently so remote cannot surely be considered as the effect of chance, or as the 
product of imitation. It is certainly derived from some latent association, which I 
have in vain attempted to discover. There is scarcely a play of Sh.^s where we do 
not find some favorite vein of metaphor or allusion by which it is distinguished. 

n8. thy] Dyce (ed, 2). * “My” surely,* says Walker (Crit, Exam,, &c., vol. 
iii, p. 228), not knowing that the correction had been made long ago. 

122. stumbled] Steev. This accident was reckoned ominous. So in 3 Hen. 
VI : IV, vii, II. [ Clarke,’] Again in Richard III : III, iv, 86. [Sin^, Hudt. 
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Fri. Z. Go with me to the vault. 

BaL I dare not, sir : 

My master knows not but I am gone hence ; 

And fearfully did menace me with death, 

If I did stay to look on his intents. 

Fri, L, Stay, then; I’ll go alone. — Fear comes upon me; 135 
O, much I fear some ill unlucky thing. 

Bal, As I did sleep under this yew-tree here, 

I dreamt my master and another fought. 

And that my master slew him. 

Fri, Z. Romeo ! {Advances, 

Alack, alack, what blood is this, which stains 140 

The stony entrance of this sepulchre ? — 

What mean these masterless and gory swords 


134. intenis] entents 

135. Stay^ then ;’\ Haz. Corn, Dyce, 
White, Cambr. Stay theUy Q^, Theob. 
Han. Warb. John.s. Capell, Var. Knt. 
Del. Sing. Sta. Ktly. Stay then Q^. 
Stayy then Q^Q^Ff, Rowe, Pope. Stay^ 
then. Coll. Ulr. Huds. Plal. 

Fear comes\ feares comes F,, 
Rowe, feares come F^F^F^. 

136. unlucky^ unthriftie Q^,, Coll. 
Huds. Hal. 


1 37- 139. om. B. Strutt conj. (ap. 
Seymour). 

137. yeav~tree'\ Pope, yong tree Q,. 
young tree Q^Q^FfQg, Rowe, Ulr. 

139. Romeo !'\ Rowe, &c. Romeo, 
QqFf. Romeo? Ilan. Capell, Steev. 
Mai. liar. Sing. (ed. i). Romeo — Sta. 

[Advances.] Mai. leaves him, 
and goes forward. Capell. om. QqFf, 
Ulr. follows (Q,). 


136. unlucky] Ui.R. ‘ Unthrifty,* as an adjective to ‘thing,’ seems to me forced,, 
and* must have been afterwards changed by Sh. himself into unlucky, 

137. yew-tree] Ulr. The majority of the edd. here read • yew-tree’ on the sup- 
position that Balthasar is speaking of the same trees of which the County Paris had 
previously thought (V, iii, 3). Nevertheless, as I have before observed, it can 
scarcely have been Sh.’s intention to represent Balthasar and the County’s Page as 
Bleeping under the same tree — which would be almost comic in its by-play — and 
that he has therefore probably been obliged to represent the trees as different. There 
is consequently no sufficient reason to make any change here. 

138. I dreamt] Steev. This is one of the touches of nature that would have 
escaped the hand of any painter less attentive to it than Sh. What happens to a 
person under the manifest influence of fear will seem to him, when he is recovered 
from it, like a dream. [ 5 /^.] Homer, book 8th, represents Rhesus dying fast 
asleep, and, as it were, beholding his enemy plunging a sword into his bosom. Eus- 
tathius and Dacier both applaud this image as very natural; for a man in such a 
condition, says Pope, awakes no further than to see confusedly what environs him, 
and to think it not a reality but a vision. [ Verp. Huds.’\ Let me add that thii 
passage appears to have been imitated by Quintus Calaber, xiii, 125 ; 

U&Tiiov ofiut bpouyrti hvtLpaxnv. [Stn£, 
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To lie discolour'd by this place of pear 1 ? \Enters the Monument, 
Romeo! O, pale! — Who else? what, Paiis too? 

And steep’d in blood ? — Ah, what an u’^kind houi 145 

Is guilty of this lamentable chance ! — 

The lady stirs. \yuliet wakes, 

Jul, O comfortable friar! whc»e is my lord I — 


143. [Enters...] Capell. om. QqFf, 
Rowe, &c. Del. ...tomb. Can.br. 

147. [Juliet wakes.] ....awaking. 
Pope, &c. ...rises. (QJ Ulr. om. Qq 


Ff. .i.and stirs. Var. Knt. Ktly. ...and 
looKS about her Capell. 

148. where w] wlure's Ff, Rowe, 
Pope, Han. Dyce (ed. 2). 


143. To lie] Abbott (Sh.'^n Grammar, 1870 (ed. 3), p. 256). To was originally 
used not with the infinitive but with the gerund in -e, and, like the Latin *aT with 
the gerund, denoted a purpose. Thus love’ was originally lovene,’ i. e., *to 
(or toward) loving’ (ad amandum). Gradually, as to superseded the proper infini- 
tival inflection, to was used in other and more indefinite senses, * for,’ ‘ about,' ‘ in,’ 
as regards,’ ai^d, in a word, for any fonn of the gerund as well as for the infinitive. 
This gerundive use of the infinitive is common after the verb ‘ to mean.’ — Ant. and 
Cleo. IV, i, 34. 

147. The lady stirs] Mai.. In the alteration of this play, as exhibited on the 

stage, Garrick appears to have been indebted to Otway, who, perhaps without any 
knowledge of the story as told by Da Porta and Batidello, does not permit Romeo 
to die before Juliet awakes. Verp, 

148. comfortable] Walker. (^Crit,,* vol. i, p. 99, Art. xi). Certain words 
used with reference to the agent. Thus, also, comfortable — and in like manner 
uncomfortable ami discomfortable — are uniformly applied to a person, or to a thing 
personified, the idea of will and purpose being always implied in them. Timon IV, 
iii, 497 (so I would arrange the lines) ; 

* Had I a steward so true, so just, and now 
So comfortable?’ 

Romeo and Juliet, V, iii, 148; All’s Well, I, i, 86: ‘ Be comfortable to my mother, 

your mistress, and make much of her.’ King Lear, I, iv, 327 : ‘ yet have 1 

left a daughter. Who I am sure is kind and comfortable.* (In As You Like It, II, 
vi, 9 — ‘ For my sake be comfortable’ — the word seems to be used in a passive sense, 
nearly as Knight explains it, susceptible of comfort. See above, ‘ comfort a little.’) 
King Richard II : III, ii, 36 ; * Discomfortable cousin I’ Ford, Lover’s Melancholy, 
V, I ; see context : 

— for, had not Rhetias 
Been always comfortable to me, certainly 
Things had gone worse.’ 

Middleton, &c.. Old Law, II, ii ; Moxon’s Massinger, p. 423, col. 2 : 

* In troth, Eugenia, I have cause to weep too ; 

But, when I visit, I come comfortably. 

And look to be so quited.’ 

Ford, Lady’s Trial, III, iii, near the beginning : 

* How surely dost thou malice these extremes, 

Uncomfortable man 1* 
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I do remember well where I should be, 149 

And there I am : — where is my Romeo ? \Noise within, 

Fri, L, I hear some noise. — Lady, come from that nest 
Of death, contagion, and unnatural sleep : 

A greater power than we can contradict 
Hath thwarted our intents : come, come away : 

Thy husband in thy bosom there lies dead; IS5 

And Paris too : come, Til dispose of thee 
Among a sisterhood of holy nuns : 

Stay not to question, for the watch is coming; 

150. [Noise within.] Capell. om. Lady, Pope, &c. noyse Lady, QqFt 

QqFf. noise^ Lady, Rowe. noise. Lady^ 

15 1, noise. — Lady^ Capell. noise/ Cambr. 


And so, perhaps f in Milton, P. L., 1077 : 

* And sends a comfortable heat from far, 

Which might supidy the sun.* 

And Bunyan, P. P., Part II, ‘ So I saw in my dream that they went on their way, 
Rnd the weather was comfortable unto them.* 

152. unnatural sleep] Steev. The sleep of Juliet was unnatural fheing brought 
on by drugs. \^Del. 

Del. In connection with death and contagion it means, perhaps, more probably 
that it is unnatural to sleep in such a place of all others. 

155. Thy husband . . . dead] Mal. Sh. has been arraigned for departing from 
the Italian novel, in making Romeo die before Juliet awakes, and thus losing a 
happy op])ortunity of introducing an affecting scene. But he undoubtedly had never 
read the Italian novel, or any literal translation of it, and was misled by the poem 
of Romeus and Juliet, which departs from the Italian story in this regard. 

Huds. 

Sing. Schlegel remarks that ‘the poet seems to have hit upon what w'as best. 
There is a measure of agitation, beyond wdiich all that is superadded becomes tor- 
ture, or glides off ineffectually from the already saturated mind. In case of the cruel 
reunion of the lovers for an instant, Romeo’s remorse for his over-hasty self-murder, 
Juliet’s despair over her deceitful hope, at first cherished, then annihilated, that she 
was at the goal of her wishes, must have deviated into caricatures. Nobody surely 
doubts that Sh. was able to represent these with suitable force ; but here everything 
soothing was welcome in order that we may not be frightened out of the melancholy, 
to which we willingly resign ourselves, by too painful discords. Why should we 
heap still more upon accident, that is already so guilty ? Wherefore shall not the 
tortured Romeo quietly ‘ Shake the yoke of inauspicious stars From his world- 
wearied flesh ?* He holds his beloved in his arms, and, dying, cheers himself with 
a vision of everlasting marriage. She also seeks death, in a kiss, upon his lips. 
These last moments must belong unparti cipated to tenderness, that we may hold fast 
to the thought, that love lives, although the lovers perish. [ Verp. Huds. 

[For Garrick’s version of this scene, see Appendix.] Ed. 

158. the watch] Mal. It has been objected that there is no such establishment 
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Come, go, good Juliet; \N(rise again'^ -T dare no longer stay. 

\Exit, 

ytiL Go, get thee hence, Tor I will n^t awLy. — i6o 

What’s here ? a cup, closed in my true love’s hand ? 

Poison, I see, hath been his timeless end : — 

O churl ! drunk all, and left no fnendly drop 
To help me after? — I will kiss thy lips ; 

Haply some poison yet doth hang or them, 165 

To make me die with a rcstorati*re. [Kisses him. 

Thy lips are warm. 

First Watch, [ Withi}{\ Lead, boy : which way ? 
yuL Yea, noise? then I’ll be brief. — O happy dagger! 

[Snatching Romeo's dagger. 


159. [Noise again. Capell. om. Qq 
Ff, Cambr. 

no longer slay] stay no longer 
Capell, Var. 

[Exit.] QqFf. ...ha ly. Ca- 
pell. ...Fri. L. (after line 160), Dyce, 
Cambr. 

160. not away] notuaway F^, 

163. 0] Au (QJ Sta. 

drunk, ...left] White from Q^, 
Cambr. drinke....left Q^Q^Ff, Kowe, 
Knt. Coll. Ulr. Del. drinke... leave (QJ 
Qg, Pope, &c. Capell, Var. Sing. Pluds. 


Sta. Dyes, Clarke, Ktly. drank. ...left 
Hal. 

Qq^4- 

Capell, Var. Knt. Sing. Sta. 

166. [Kisses him.] Capell. om. Oq 
Ff. 

167. First Watch. [Within] Capell. 
Enter boy and Watch. Watch. QqFf. 

168. VeUf noise .^] Separate line, Ff. 
[Snatching....] Steev. taking Ro- 
meo’s. Capell. Finding a dagger. Pope, 
&c. om. QqFf. 


in Italy. Sh. seldom scrupled to give the manners and usages of his own country 
to others. In this particular instance the old poem was his guide : ‘ The wery watek 
discharg’d did hye them home to slepe.’ Again : 

* The vtateJumen of the towne the whilst are passed by. 

And through the gates the candlelight within the tombe they spye.* 

Steev. In Much Ado, where the scene lies at Messina, Sh. has also introduced 
watchmen, though without suggestion fiom any dull poem like that just referred to 
See, however, Othello, I, ii, in which Malone appears to contradict, on the strongest 
evidence, the present assertion relating to there being no watch in Italy. 

Brown [‘ 5/? ’j Autobiog. Poems,* p. ill]. If Dogberry and Verges should lie 
pronounced nothing else than the constables of the night in London, before the 
new police was established, I can assert that I have seen those very officers in Italy. 
[Ant. Verp. 

Verp. Still he [Brown] does not think that Romeo and Juliet indicates any 
knowledge of Italy and Italian manners beyond what could be gained from the 
original, whence the plot was taken ; this play having been written before the period 
in which he conjectures Sh. to have visited Italy, and to have acquired some know- 
ledge of the Italian language. 

162. timeless] Dyce. That is, untimely. 
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This is thy sheath ^Stads herself ~\ ; there rest, and let me die. 

\Falls on Romeo's body, and dies. 

Enter Watch, tvith the Page of Paris. 

Page, This is the place ; there, where the torch doth burn. 
First Watch, The ground is bloody ; search about the church- 
yard: 171 

Go, some of you, whoe’er you find attach. — \Exetint some. 

Pitiful sight ! here lies the county slain ; 

169. This ?j] Tis is Q^. in Ff, the Page. Capell, from (QJ. Enter Boy 
Rowe. and Watch. QqFf (after warm^ line 167). 

[Stabs herself] Kils herselfe. Ff (at 170. This...burn\ Two lines, Ff. 

the end of the line), om. Qq. 171. Two lines, Ff. 

169. rest} (Qj) Dyce, llaz. Sing. , about the churchyard} thi 

(ed. 2), Iluds. Coll. (ed. 2), Hal. church-yardy about Han. 

Clarke, Cham. Ktly. rust QqFf, et cet. 172. whoe'er} whom e'et Pope, &c, 

[Falls...] Mai. throws herself upon [Exeunt....] ....of the Watch. Han, 

her Lover, and expires. Capell. Dies. Dyce the rest enter the Tomb. Ca* 

White, Hal. pell. om. Cambr. 

Enter Watch....] Enter Watch, and 

169. there rest] Steev. The alteration from rest in (QJ to rust in waa 
probably made by Sh. when he introduced the words, ‘ This is thy sheath' 

Dyce Remarks' &c. p. 177]. *Rest* appears to me the more natural expression: 
at such a moment the thoughts of Juliet were not fikely to wander away to the 
future rusting of the dagger; she only wishes it, by resting in her bosom as in its 
sheath, to give her instant death. [Iluds. Coll. (ed. 2). 

Lettsom. True. [MS. marginal note in the present editor’s copy of the above.] 

White (*Shaks. Scholar'). * There nest' is an obvious misprint for ‘ There rest.' 

Dyce (ed. i). I believe ‘rust’ to be a decided error, Steevens’s remark [as 
above] I do not understand. 

Huds. Dyce is surely right. 

Coll. (ed. 2). Rtest is altered to ‘rest’ in the (MS.), which word we, on all ac- 
counts, prefer. [Dyce quoted.] It may be added that if short-hand were employed 
in the original publication of this play, the words ‘ rest’ and rust would be spelt 
with the same letters. 

White. When I was green in judgment, I hastily agreed that ‘ rust’ is a misprint, 
Juliet's thoughts do not, as Dyce says, wander: they go forward, though not to the 
literal end. Her imagination is excited, and, looking beyond her suicidal act, she 
sees her dead Romeo's dagger, which w<iuld otherwise rust in its sheath, rusting in 
her heart ; and, with fierce and amorous joy, she cries, ‘ This is thy sheath ; there 
rust and let me die.’ 

Clarke. The expression, ‘Oh, happy dagger,’ though meaning, ‘Oh, happily- 
found dagger !’ ‘ opportune dagger !’ yet conveys an included sense that is in keep- 
ing with the word ‘ rest,’ which also affords antithetical effect with ‘ let me diel 
Poetically calling her bosom the ‘ sheath’ to Romeo’s dagger, ‘ rest’ seems more in 
harmony than ‘ rust’ with the image presented. 

[The Tragedy here ends in Booth’s Acting Copy.] Ed. 
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And Juliet bleeding, warni, and newly i-ead, 

Who here hath lain thrse two days buried — 175 

Go, tell the prince : — run to the Capuk.3 : — 

Raise up the Montagues ; — some others search : — 

\^ :unt other Watchmen. 
We see the ground whereon these v/oes do lie \ 

But the true ground of all these piteous woes 

We cannot without circumstance descry. 180 


Re-enter some of the Watch, with Baltji^sak. 

I:sec. Watch. Here’s Romeo’s man; we found him in the 
churchyard. 

First Watch. Hold him in safety, till the prince come hither. 


Re-enter Friar Laurence, and another Watchman. 

Third Watch. Here is a friar, that trembles, sighs and weeps : 
We took this mattock a. 1 this spade from him, 

As he was coming from this churchyard side. 185 

First Watch. A great suspicion : stay the friar too. 


Enter the Prince and Attendants. 

Prince. What misadventure is so early up, 
That calls our person from our morning’s rest ? 


Enter Capulet, Lady Capulet, and others. 

Cap. What should it be that they so shriek abroad ? 


174. bleeding,"] QqFf, Rowe, &c. 
Com. Cambr. bleeding ; Capell, et cet. 

175. these] this Qj,, Cambr. 

1 7 7- 1 79. search.. .these piteous woes] 
go. ..this piteous woe Johns, conj. 

177. [Exeunt...] Capell. om. Cambr. 
A line here om. S. Walker conj. 

180. Re-enter....] Dyce. Enter.... 
Rowe. < Enter Romeos man. QqFf. 

181. Two lines, Ff. 

182,186. First Watch.] Rowe. Chief, 
watch. Qq. Con. Ff. 

182. come] comes F^F^F^, Rowe, See. 


185. churchyard] churchyards Q,, 
churchyard"* s Cambr, 

186. too] too too Qg. too, too QgQ^- 

187. Scene v. Pope, Han. Warb. 

1 88. mominfs] morning Q^Qj, Coll. 
Ulr. White, Cambr, 

Enter...] Capell (substantially). En- 
ter Capels. QaQg. Enter Capulet and 
his Wife. Q^FfQj. 

189. they so shriek] is so shrike Q^. 
is so shriek* d Cambr. conj. 

shriek] F^. shrike The rest 


175. these two days] Clarke. The time is here made to tally with the period 
25 T 
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La, Cap, The people in the street cry ‘ Romeo/ 19c 

Some ‘Juliet/ and some ‘ Paris/ and all run 
With open outcry toward our monument. 

Prijice, What fear is this which startles in our ears ? 

First Watch, Sovereign, here lies the County Paris slain ; 

And Romeo dead; and Juliet, dead before, 19S 

Warm and new kill’d. 

Prince, Search, seek, and know how this foul murder comes. 
First Watch, Here is a friar, and slaughter’d Romeo’s man. 
With instruments upon them fit to open 

These dead men’s tombs. 200 

Cap, O heaven ! — O wife, look how our daughter bleeds ! 
This dagger hath mista’en, for, lo, his house 
Is empty on the back of Montague, 

And is mis-sheathed in my daughter’s bosom ! 

f 

201. O heaven !'\ Separate line, Ff. 

heaven'\ heavens Q^, Var. Cambr. 
202-204. tiis house.,,, And the 
sheath Lies,, . The point Pope, &c. 

204. is] it Qj., Sleev. Camp. Cambr. 
mis-sheathed] F^. misheathed 
FjFjjQjFg. missheathd Q^. misheatk'd 

. . 

is mis-sheathed] it is mis-sheatK d 
Mommsen conj. 


190. The people] Pope. O the people 
QqFf, Rowe, Coll. Ulr. Del. Sing. (ed. 
2), White, Ktly. 

193. our] Capell (Johns, and Heath 
conj.). your QqFf, Rowe, &c. Knt. 
Coll. (ed. I), Ulr. Del. White. 

197. Search] Separate line, Ff. 

198. slaughter'd] Slaughter Q^. 
200. Enter Capulet and his wife. 

Q,Q3- 


mentioned by the Friar in IV, i, 105, as the one during which the sleeping-potion 
will take effect. 

178. We see . . , lie] Dyce (ed. 2). ‘Surely a line is lost previous to this, 
rhyming to ; “ But the true ground of all these piteous woes.” * — Walker’s *Crit.t 
vol. i, p. 74. 

193. our ears] Ulr. It is very possible that ‘ your’ is a misprint, and that the 
more natural our is the correct reading. 

Del. Johnson’s emendation is superfluous. 

Huds. Johnson’s change, though perhaps not necessary to the sense, helps it a 
good deal. 

202. for lo, . . . Montague] Mal. These words are parenthetical. [Sing, Huds. 

203. on the back] Steev. The dagger was anciently worn behind the back. 
So in The Longer Thou Livest the More Fool Thou Art, 1570: * Thou must weare 
thy sword by thy side. And thy dagger handsumly at thy backed [Sta,] Again, 
in Humours Ordinarie, &c., an ancient collection of satires, no date ; * See you the 
huge bum dagger at his back /” [Sing, Huds, 

Coll. (ed. 2). It would be only waste of space to reproduce Steevens’s misquoted 
instances, to show that the dagger was commonly turned behind, and worn at the 
back. The fact was so. 

204. is mis-sheathed] Mommsen. To construe to mis-sheatk^ like to miscarry 
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La, Cap. O me ! this sight of deatx* is as a bell 205 

That warns my old age to a sep. lchre. 

Enter MONTAGUE and others. 

Prince. Come, Montague ; fo* ^hou art eany up, 

To see thy ^on and heir more early down. 

Mo7t. Alas, my liege, my wife is dead to-night; 

Grief of my son’s exile hath stopp’d her breath: 2io 

What further woe conspires against nnne age ? 

Prince. Look, ana thou shalt see. 

Mon. O thou untaught ! wnat manners is in this, 


206. Enter.... and others.] Capell. 
Enter Mountagiie. 

208. n/ore early doikm'\ (Q^) Stcev. 
now early downe Q^Q^FfQ^, Rowe, &c. 
Capell. now earbng downe Q^. now 
early fallen Pope, Han. 

210. After this line Dyce (ed. 2), 
following Ritson, would insert, from 


(Qj), And young Benvolio is deceased 
too. 

21 1 . ndne'\ Q^. myTYit rest. Rowe, 
&c. Capell, Knt. Dyce (ed. i). 

212. Look'] Look in this monument 
Stcev. conj. Look here Kily. Look here 
or there Dyce (ed. 2) conj. Looky look 
Anon, conj,* 

[showing Romeo. Capell. 


intransitively might be permissible, but it is a very venturesome conjecture to put the 
full form miS'Sheathldy as in the Imperfect, because Sh. almost always syncopated it. 
The only instance in this play (IV, v, 84) is ordainhly in Spenserian style, and this too 
in a place where has close by some gross misprints. On the other hand, it is 
manifestly incorrect, for the sake of the is of Q^, to throw out the new Nominative 
it transmitted from (QJ through and so urgently required by the construction. 
(Pope properly felt this.) The error in therefore does not consist in having the 
syncopated form instead of the full one, — this would be a most excessively rare error 
for Qg, — but in the omission of the little word is after it and before mis. Since Sh. 
in his (earlier) plays occasionally places the paroxytone accent on the words com- 
pounded with misy fory con, be [numerous examples are here given by the learned 
commentator. Ed.], there can be no doubt, I think, that we must not write it^s 
mis-sheathedy but it is mis-sheathl d. 

210. Grief . , . breath] Steev. The line that follows this in (Q,) I suppose the 
poet rejected, on his revision of the play, as unnecessary slaughter. 

Ritson. The line which gives an account of Benvolio’s death was probably 
throwr. in to account for his absence from this interesting scene. [Dyce (ed. 2). 

Ulr. The pacific, considerate Benvolio, the constant counsellor of moderation, 
ought not to be involved in the fate which had overtaken the extremes of hate and 
passion. 

Dyce (ed. 2). I am inclined to think that this line from (Q,) ought to be inserted 
In a modem text. 

213. manners is] Abbott {*Sh.*n Grammar^ (ed. 3), 1870, p. 235). The sub- 
ject-noun may be considered as singular in thought. 
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To press before thy father to a grave ? 

Prince, Seal up the mouth of outrage for a while, 215 

Till we can clear these ambiguities 
And know their spring, their head, their true descent ; 

And then will I be general of your woes 
And lead you even to death : meantime forbear, 

And let mischance be slave to patience. — 220 

Bring forth the parties of suspicion. 

Fri, L. I am the greatest, able to do least. 

Yet most suspected, as the time and place 

215. outragc\ otitay Coll. (ed. 2) (MS.) Iluds. Ktly. 


214. before thy father] Stkkv. So in The Tragedy of Darius, 1603: 

* Ah me I malicious fates have done me wrong : 

Who came first to the world should first depart 

It not becomes the old t’ o’er-live the young; 

This dealing is preijost’rous and o’erthwart* \Sing. 

Mal. Again in the Rape of Liicrece : 

* If children pre-decease progenitors, 

We are their offspnng, and they none of ours.’ \Sing, 

215. mouth of outrage] Coll. Notes and Emend. ^ &c. p. 394). Perhaps 
‘outrage’ is to he taken in the general sense of distuibance; but the (MS.) gives 
the word differently. The necessity for the change is not very apparent; but, never- 
theless, I.ady Capulet has exclaimed on entering: [lines I90-192.] 

Ulr. I consider this change as one which the (MS.) made out of whole cloth: 
he might have thought that ‘ outrage’ 'was too strong a phrase to apply to what old 
Montague has just said. This is certainly true ; but on the other hand, the ‘ mouth 
of out erf is sheer tautology, and is besides a very strong expression, as it is scarcely 
to be assumed that old Montague had really ‘shrieked out.’ At all events, the em- 
endation, if it be one, is unimportant. 

Sing. (ed. 2). A plausible conjecture, but change seems hardly necessary. 

Huds. It is not easy to see what business outrage can have in such a place. 

Sta. No change is needed. In i Henry VI : IV, i, 126, we find the word with 
precisely the same signification as in the present passage ; 

‘ Are you not asham’d, 

With this immodest, clamorous outrage 
To trouble and disturb the king and us?* 

Dyce (ed. i). It is worth notice that Johnson {Diet. sub. * Outrage') has cited a 
passage from a comparatively recent poet (Philips) where ‘ this word seems to be 
used for mere commotion.* [Collier’s ‘ very specious’ change cited.] 

Coll. (ed. 2). The reading ^outrage' (as constantly misprinted) is almost non- 
sense, and Lady Capulet has spoken just before of the ‘ open outcry* which had 
aroused her. The mouth of this ‘open outcry* the Prince wished to be sealed. 

Dyce (ed. 2). Thus in a play written long after Sh.*s days, Settle’s Female Pre- 
iate, &c. i6bo, p. 30 : * Silence his outrage in a jayl, away with him 1 * 
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Doth make against me, ot this direful narder; 

And here I stand, both to impeach and purge 225 

Myself condemned and myself excuses 
Prince. Then say at once what thou dost know in this. 

Fri. L. I will be brief, for my short oatu of breath 
Is not so long as is a tedious tale. 

Romeo, there dead, was husband to lhat Juliet; 230 

And she, there dead, that Romeo’s faithful wife : 

I married them ; and their stol’n marriage-day 
Was Tybalt’s dooms-day, whose untimely death 
Banish’d the new-made bridegroom from this city ; 

For whom, and not for Tybalt, Juliet pined. 235 

You, to remove that siege of grief from her. 

Betroth’d and would have married her perforce 
To County Paris : then comes she to me, 

224, Doth^ Doe Qg, Han. 231. ihaf\ thats Q^Q^. that's Ff. 

235. JuUct'\ Ju/ia Knt. (ed. l). 


228. I will be brief] Johnson. It is much to be lamented that the poet did not 
conclude the dialogue with the action, and avoid a narrative of events which the 
audience already knew. (ed. i), Fer/f. 

Mal. Sh. was led into this uninteresting narrative by following Romeus and 
Juliet too closely. Verp. 

Steev. In the poem the bodies of the dead arc removed to a public scaffold, and 
from that elevation is the Friar’s narrative deliveied. The same circumstance is 
introduced in Hamlet. Vop, Coll. (ed. 2). 

Ulr. Johnson and Malone think tliat Sh. committed an aesthetic blunder in here 
following Brooke’s poem. But they do not reflect that without this ‘ narrative’ all 
that follows, most especially the reconciliation of the Capulets and Montagues over 
the corpses of their children, the victims of their hate, would be lost, and thereby 
the tragedy be robbed of one of its profoundest and most exquisite elements. (Com- 
pare Shakespeare' s Dramatic Art, p. 359.) It is, moreover, interesting to note 
that in the (Q,), where the text is everywhere shorter and more scanty, this narra- 
tive, which had to be compressed into the smallest possible compass, is even longer 
than it is in the later editions. 

White. In the two versions of this tragedy this speech differs little in thought 
and nothing in purpose, but greatly in language. In the earlier it is much the 
poorer, and with a poverty of expression which is not Sh.’s at any period of his life. 
I believe it to have been patched up from memory or imperfect notes by an inferior 
hand. Notice in this speech in (Q^) the idioms ‘ whereas’ and ‘ for to,’ which Sh. 
seems so sedulously to have avoided, and which, it should be observed, are found in 
all the surreptitious and mutilated versions of his plays, and disappear in the 
authentic eds. 

236. that siege] Del. Sh. has before used the image of a siege in I, i, 210. • 
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And with wild looks bid me devise some means 

To rid her from this second marriage, 24O 

Or in my cell there would she kill herself. 

Then gave I her, so tutor’d by my art, 

A sleeping potion ; which so took effect 
As I intended, for it wrought on her 

The form of death : meantime I writ to Romeo, 245 

That he should hither come as this dire night, 

239. 7 neans\ meane Q^, Cambr. Pope, I Ian. 

245. wJ'ite Rowe (ed. 2)*, 246. as"] at Ktly. 

246. as this] Allen Notes on The Tempest. Minutes of the Sh. Soc. of 
Phila.j 1S66, p. 12. Temp. I, ii, 70, * as, at that time’). By removing the comma 
we get an expression precisely equivalent to the as-at-this-time in the Prayer-Book 
Collect for Christmas, which (thirty odd years ago) I settled in my mind (against 
the commentators) must be a more or less precise and emphatic now. I considered, 
namely, that ai-ihis-time was simjdy equal to now; that <7j-at-this-time was equal to 
as-now or noiv-as; and that no%v-as would be one of the correlatives of the recog- 
nized ivhenas. It was easy enough to go further and say, that as-at-'Cii^S.-time would 
be equal to as-then or ihen-asy and that then as would be the other correlative of 
whenas. I did not, indeed, imagine that either now-as and ihen-as, or as-now and 
as-theUy could be found in any of our old autho 7 ‘Si but Johnson taught me that as how 
was used by so late a writer as Addison, and I remembered that the exact equivalent 
of as then was current in German, under the form of alscta^ift. There was reason 
to believe, therefore, that more such adverbial forms, with as prefixed or suffixed — 
perhaps, even, systems of correlatives with as (analogous to whereby and thereby^ 
&c.) — once existed in the old colloquial language of both England and Germany. 
Turning to the Deutsches Woj'terbuch of the brothers Grimm, 1 not only found 
(vol. i, p. 258a’) that als (= as) was used with such Adverbs as yestei'day, to-day ^ 
to-morroWy &c., in Opitz and other old authors, and to this day (vol. i, p. 247<3t) in 
the spoken language of the Rhine and Main lands, but also perceived that a similar 
use of as in khiglish was known to these German philologists. Verifying this state- 
ment, I met in Chaucer’s Legeiide of Goode IVomen (so admirably edited by Prof. 
Corson), * This thoghte hire was felicite as here' (2587), ‘ us nedeth trewely Nothing 
as nend (1491), ^As-hi-that-poynt . . . Thou folwest him certayn’ (2547), and * as-in- 
tove trusteth no man but me’ (2568). Professor Corson’s MS. Select Glossary of La 
Mori d' Arthur (kindly lent me) furnishes seventeen examples, including not only 
as at this time and as at that time^ as to-night and as to-morroiv, but also as at bed 
and at board. In the Paston Letters (Bohn’s ed., vol. ii, p. 156), the Duke of Nor- 
folk writes that * the King would have set forth as upon Monday;^ and in the Homily 
for Good Friday (near the beginning) we have * as about this time.* As then occurs 
also in Jeremy Taylor’s ‘ Sermon on the Marriage-Ring ‘ because as then it was, 
when they were to flie.’ Nor is the passage in The Temp, absolutely the only one in 
which Shakespeare so uses as : in Meas. for Meas., V, i, 70, Isabella declares Lucio 
to have been * as then the messenger;’ in Sonn. xlvi, ‘The clear eye’s moiety and 
the dear heart’s part’ is determined * as thus;* and the reading of in Twelfth 
Nigh% II, ii, 33, may stand, if we consider ‘ such as’ to be a composite form equiva- 
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To help to uake her from iier borrow’d p'ave, 

Being the time the potion’s force shcula cease. 

But he which bore my letter. Friar Join*. 

Was stay’d by accident, and yesternight 
Return’d my letter back. Then ah alone 
At the prefixed hour of her wakiii^> 

Came I to t^ke her from her kindred’s vault, 

Meaning to keep her closely at my cf"ll 
Till I conveniently could send tc Romeo . 

But when I came, some minute ere the time 
Of her awaking, here untimely lay 
The noble Paris and true Romeo deaa. 

She wakes, and I entreated her come forth, 

And bear this work of heaven with patience : 

But then a noise did scare me from the tomb, 

And she too desperate would not go with me, 

247. borrow^ d'\ Capcll. . rrowed 257. a 7 vah‘ptg’'] a waking F^. awak- 

QqFf. ening Q„, Var. Coll. Ulr. Del. Sing. 

252. hour] ho 7 ver Q2Q3. Iluds. White, Claike, Hal. Klly. 

waking] awaking Rowe (ed. 259. entreated her] intreat her to 

2)*, &c. Cape 11. F^, Rowe, Pope, I Ian. 

256. minute] minutes Han. 261. scare] scarre FjFj,. 

lent to < precisely such ;* ‘ Alas ! our frailty is the cause, not we ; For such-as we 
are made^ if such we be? 

Abbott {^Shakespearian Grammar' 1870, p. 79). As is apparently used redun- 
dantly with definitions of time (as oV is used in Greek with resj)ect to motion). It 
is said by Ilalliwell to be an Eastern Counties’ phrase : ‘ This is my birthday, as this 
very day Was Cassius born.’ — Jul. Coes., V, i, 72; Meas. for Meas., V, i, 74. The 
as in the first example may be intended to qualify the statement that Cassius was 
born on ‘this very day,’ which is not literally true, as meaning ^ as I may say.* 
Here, and in our Collect for Christmas l.)ay, ^ as at this time to be born,’ as seems 
appropriate to an anniversary. In the second example the meaning of ‘^zjthcn’ 
is not so clear. Perhaps it means ‘ as far as regards that occasion.’ Compare 

‘Yet God at last 

To Satan, first in sin, his doom applied. 

Though in mysterious terms, judged as then bestl — Milton, P. L., x, 173,“ 

where ‘ as then’ seems to mean ‘ for the present.’ So ‘ as yet’ means ‘ as far as 
regards time up to the present time.’ So in German, ‘ als dann’ means ‘ then,’ and 
‘als’ is applied to other temporal adverbs. As in Early English was often prefixed 
to dates : *As in the year of grace,’ &c. *As now’ is often used in Chaucer and 
earlier writers for ‘ as regards now,’ ‘ for the present :’ * But al that thing I must as 
now forbere.’ — Chauc., Knights Tale, 27. In Rom. and Jul., V, iii, 246, as perhaps 
means *as (he did come).’ 

248. Being the time] Del. This belongs to ‘ as this dire night.* 


250 


255 


260 
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But, as it seems, did violence on herself. 

All this I know ; and to the marriage 

Her nurse is privy : and, if aught in this 265 

Miscarried by my fault, let my old life 
Be sacrificed some hour before his time 
Unto the rigour of severest law. 

Prince, We still have known thee for a holy man. — 

Where’s Romeo’s man ? what can he say in this ? 270 

Bal, I brought my master news of Juliet’s death, 

And then in post he came from Mantua 
To this same place, to this same monument. 

This letter he early bid me give his father, 

And threaten’d me with death, going in the vault, 275 

If I departed not and left him there. 

Prince. Give me the letter ; I will look on it. — 

Where is the County’s page, that raised the watch ? — 

Sirrah, what made your master in this place ? 

Page. He came with flowers to strew his lady’s grave ; 280 

And bid me stand aloof, and so I did : 

Anon comes one with light to ope the tomb ; 

And by and by my master drew on him ; 

And then I ran away to call the watch. 

Prince. This letter doth make good the friar’s words, 285 


264-267. All this.. .time] Arranged 
as by Pope. Three lines, ending privie. 
...fault f.. .time f in QqFf. 

265. Her nurse] the nu 7 'se Q^. 

and] om. Rowe, but Pope, &c. 
267. his] Qg. the The rest, Rowe, 
Theob. Warb. Johns. Knt. its Pope, 
Han. 


269. a] an F^, Rowe, &c. 

270. m this] (Qj) Capell. to this 
QqFf, Rowe, &c. Knt. Sla. 

271. Pal.] Boy. Ff. Peter. Rowe, 
Pope. 

273. place^ to.... monument.] place. 
To. ..monument Q^Q^Q^. 

275* to Pope, &c. 


272. in post] Ulr. Sh. uses this phrase frequently and in different connections, 
in order to express the utmost haste, probably because in his time whatever of postal 
arrangements existed were used only in the weightiest and speedic'st affairs. 

274. This letter, &c.] S. Walker (‘ Vers,' p. 67) cites this line as an Instance 
of the frequent contraction into one syllable of certain classes of words, the greater 
part of them composed of two short syllables. This takes place chiefly when they 
are followed by a vowel, or when placed in monosyllabic places in the line. 

275. letter he] Abbott i^Sh.'n Grammar (ed. 3), 1870, p. 346). A’r, eU and 
le final are dropped or softened, especially before vowels or silent h. The syllable 

as in letter^ is easily interchangeable with re^ as lettre. In Old English, * bettre* 
is found for ‘ better.* Thus words frequently drop or soften -er; and in like manner 
-el and 7 ^, especiallj before a vowel or h in the next word. 
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Their course of love, the tidings of 1: death : 

And here he writes tnat he did buy a poison 
Of a poor apothecary, and therewithal 
Came to this vault to die and lie with Juliet. — 

Where be these enemies ? — Capulet ! — Montague 1 290 

See, what a scourge is laid upon your hate. 

That heaven finds means to kill your joys with love ! 

And I, for winking at your discordr too, 

Have lost a brace of kinsmen . all ate punish’d. 

Cap. O brother Montague, give me thy hand : 295 

This is my daughter’s jointuie, for no more 
Can I demand. 

Mon. But I can give thee more : 

For I will raise her statue in pure gold ; 

That while Verona by that name is known 

There shall no figure at such rate be set 3C0 

As that of true and fu^diful Juliet. 

297. [They shake hands.] Call. (ed. Knt. Sta. Cambr. 

2) (MS.) 300. such'\ Q^. thai The rest, Rowe, 

298. rave\ rate Q^Qj. &c. Knt. 

299. while\ Howe, whiles QqFf, 30 1, truel fair Coll. (MS.) Ulr. 

294. brace of kinsmen] Mal. Mercutio and Paris; Mercutio is expressly 
called the prince’s kinsman in III, i. 105, and that Paris also was the prince’s kins- 
man may be inferred from III, iv, 180, ‘a gentleman of princely parentage,’ and 
V, iii, 75. \_Sing. Iluds. Jlal. 

Steev. The sportsman’s term — brace, which on the present occasion is seriously 
employed, is in general applied to men in contempt. Thus Prospero in The Tem- 
pest, addressing himself to Sebastian and Antonio, says : ‘ But, you, my brace of 
lords, were I so minded,’ &c. [//<?/. 

294. all are punished] Mommsen. This contains the moral of the whole 
tragedy. 

297. Can 1 demand] Coi L. (cd. 2). We might infer that they shook hands, or 
embraced, but the (MS.) tells it to us in so many words, in order to make sure that 
this part of the business of the scene was not neglected by the actors. 

295. O brother Montague] Coleridge (‘Z2V. Rem.,* vol. ii, p. 158). How 
beautiful is the close! The spring and the winter meet; — winter assumes the 
character of spring, and spring the sadness of winter. 

301. true and faithful] Coll. {*Notes and Emend.*). The words ‘true and 
faitliful’ are indisputably tautologous, and it is not unlikely that Sh. left the line as 
we read it with the change introduced by the (MS.). We can suppose ‘true and 
faithful’ a corruption introduced on the frequent repetition of this popular perform- 
ance, although the alliteration of ‘fair and faithful’ may seem more impressive upon 
the memory. 

Coll. (ed. 2' . We do not run the risk of altering the words which the poet may 
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Cap. As rich shall Romeo by his lady lie ; 

Poor sacrifices of our enmity ! 

Prince. A glooming peace this morning with it brings ; 

The sun for sorrow will not show his head ; 30? 

Go hence, to have more talk of these sad things ; 

Some shall be pardon’d and some punished : 

For never was a story of more woe 

Than this of Juliet and her Romeo. \^eunt. 


302. Romeo. ,.Jady\ (QJFf. Ro- 
meos...Ladies Q2Q3Q4. Romeo!' s... .La- 
dies Qg. Rojneo' s...lady Theob. Warb. 
Johns. Romeo' s... lady' s Cambr. 

304. glooming\ gloomy F^, Dyce 


(ed. 2). gloaming Taylor conj. MS.* 
307. pardon'd'\ pardofied Qq. 

309. [Exeunt.] Exeunt omnes. FL 
om. Qq. 


have used ; at the same time the tautology of * true and faithful ’ is evident, and the 
emendation of the (MS.) plausible. Even the alliteration in this line may possibly 
have recommended the words to Sh. 

304. glooming] Steev. To gloom is an ancient verb used by Spenser, and 
likewise in Tom Tyler and his Wife, i66i : * If either he gaspelh or gloomeM 
[^Sing. JIuds. 

White. *Gloomie' of (QJ should perhaps be followed, ‘glooming* being possibly 
a misprint induced by ‘ morning* in the same line. 

307. Some shall, &c.] Steev. This line has reference to the novel from w'hich 
the fable is taken. Here we read that Juliet’s female attendant was banished for 
concealing the marriage; Romeo’s servant set at liberty because he had only acted 
in obedience to his master’s orders; the Apothecary taken, tortured, condemned, and 
hanged; while Friar Laurence was permitted to retire to a hermitage in the neigh- 
borhood of Verona, where he ended his life in penitence and tranquillity. \^Sing. 
Duds. Sta. Clarke. 

Knt. The government of the Scaligers, or Scalas, commenced in 1259, when 
Mastino de la Scala was elected Podesti of Verona; and it lasted 113 years in the 
legitimate descendants of the first Podest2t. [Here follows a representation of the 
tomb of this illustrious family at Verona, from an original sketch.] 

309. Than this, &c.] Steev. Sh. has not effected the alteration of this play by 
introducing any new incidents, but merely by adding to the length of the scenes. 

The piece appears to have been always a very popular one. Marston, in his 
Satires, 1 598, says : 

* Luscus, what’s play’d to day? — faith, now I know 
I set thy lips abroach, from whence doth flow 
Nought but pure Juliet and Romeo.’ \Stng. 

Mal. These lines seem to have been formed on the concluding couplet of the 
poem of Romeus and Juliet ; 

* among the monumentes that in Verona been. 

There is no monument more worthy of the sight. 

Then is the tombe of Juliet and Romeus her knight’ \.Sing. 

Dr. Johnson. This play is one of the most pleasing of our author’s performances. 
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The scenes i re busy and various, the incidents .*umerous and important, the catas- 
trophe iiresistibly affecting, and the process of tne action carried on with such prob- 
ability, at least with su^'h congruity to p pular opinions, as tragedy requires. 

Here is me of the few attempts of Sh. to exhi‘ 'i the conveiiation of gentlemen, 
to represent the airy sprightliness of juvenile elegance. Dryden mentions a tradi- 
tion, which might easily reach his time, of a de''\ar tion made by Sh., that he was 
obliged to kill Mercutio In the thhJ Act, ^est he •'houed /^a'^ / killed by him. Yet 
he thinks him no such formidable person but that he **ught have lived through the 
play, and died in his bed, without danger to the poet. Dryden well h .icw, had he 
been in quest of truth, in a pointed sentence, that more regard is commonly had to 
the words than the thought, and that it is very sekkra to be rigorously understood. 
Mercutio’s wit, gaiety, and courage will alway's procure hnn friends that wish him a 
longer life : but his deatl is not precipitated, he has lived out the time allotted him 
in the construction of the play; nor do I doubt the ability of Sh. to nave continued 
his existence, though some of his sallies are ^.erhaps out of the reach of Dryden, 
whose genius was not very fertile c '* merriment, nc'* ductile to humour, but acute, 
argumentative, comprehensive, and sublime. 

The Nurse is one of the characters in which the author delighted; he has, with 
great subtilitv of distinction, drawn her at once loquacious and secret, obsequious 
and insolent, trusty and dishonest. 

Ilis comic scenes are hajopily wrought, but his pathetic strains are always polluted 
with some unexpected depj vations. Ilis persons, however distressed, have a con- 
ctit left them in their misery — a miserable conceit. 

Steevens. This last quotation of Dr. Johnson’s is also found m the Preface to 
Dryden’s Fables; ‘Just John Liltle^vit in Bartholomew /a ?V, who had a conceit 
(as he tells you) left him in his misery; a miserable conceit.’ 

Singer. This last remark of Dr. Johnson’s has been answered at length, and, as 
I think, satisfactorily, by A. W. Schlegel in a detailed criticism of this tragedy, pub- 
lished in the llorcn, a journal conducted by Schiller in 1794-1795, and made acces- 
sible to the English reader in Ollier’s Literary Miscellany, Part I. In his Lectures 
on Dramatic Literature (vol. ii, p. 135, Eng. trans.) will be found some further sen- 
sible remarks uj)on the ‘conceits’ here stlgn)atized. It should be remembered that 
playing on worlds was a very favorite species of wit combat with our ancestors. 
‘ With children, as well as nations of the most simple manners, a great inclination 
to playing on words is often displayed [they cannot therefore be both puerile and 
unnatuf al. If the first charge is founded the second cannot be .so]. In Homer vfO 
find several examples : the Books of Moses, the oldest written memorial of the primi- 
tive woild, are, it is well known, full of them. On the other liand, poets of a very 
cultivated taste, or orators like Cicero, have delighted in them. Whoever in Richard 
the Second is disgusted with the affecting play of words of the dying John of Gaunt 
on his own name, let him remember that the same thing occurs in the Ajax of 
Sophocles. 

Coleridge {*Lit, Reml vol. ii, p. 77). The stage in Sh.’s time was a naked room 
with a blanket for a curtain ; but he made it a field for monarchs. That law ot 
unity which has its foundations, not in the factitious necessity of custom, but in 
nature itself, the unity of feeling, is everywhere and at all times observed by Sh. in 
his plays. Read Romeo and Juliet; all is youth and spring; youth with its follies, 
its virtues, its precipitancies; spring with its odours, its flowers, and its transiency, 
it is one and the same feeling that commences, goes through, and ends the play. 
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The old men, the Capulets and the Montagues, are not common old men ; they have 
an eagerness, a heartiness, a vehemence, the effect of spring; with Romeo, his 
change of passion, his sudden marriage, and his rash death are all the effects ot 
youth; whilst in Juliet love has all that is tender and melancholy in the nightingale, 
all that is voluptuous in the rose, with whatever is sweet in the freshness of spring ; 
but it ends with a long, deep sigh like the last breeze of the Italian evening. This 
unity of feeling and character pervades eveiy drama of Sh. 

ScuLEGEL. Whatever is most intoxicating in the odour of a southern spring, lan- 
guishing in the song of tlie nightingale, or voluptuous in the first opening of the 
rose, is breathed into this poem. But even more rapidly than the earliest blossoms 
of youth and beauty decay, it hurries on from the first timidly-bold declaration of 
love and modest return to the most unlimited passion, to an irrevocable union : then, 
amidst alternating storms of rapture and despair, to the death of the two lovers, who 
still appear envialde as their love survives them, and as by their death they have 
obtained a triumph over eveiy separating power. The sweetest and the bitterest, 
love and hatred, festivity and dark forebodings, tender embraces and sepulchres, the 
fulness of life and self-annihilation, are all here brought close to each other; and 
all these contrasts are so blended, in the harmonious and beautiful work, into a unity 
of impression that the echo which the whole leaves behind in the mind resembles a 
single but endless sigh. 

Hazutt. This description [of Schlegel’s] is true, and yet it does not come up to 
our idea of the jilay. For if it has the sweetness of the rose, it has its freshness 
too; if it has the languor of the nightingale’s song, it has also its giddy transport; 
if it has the softness of a southern spring, it is as glowing and as bright. There is 
nothing of a sickly, sentimental cast. Romeo and Juliet are in love but they are 
not love-sick. Everything speaks the very soul of pleasure, the high and healthy 
pulse of the passions ; the heart beats and the blood circulates and mantles through- 
out. Their courtship is not an insipid interchange of sentiments lip-deep, learnt at 
second-hand from poems and plays — made up of beauties of the most shadowy 
kind, of * fancies wan,* of evanescent smiles and sighs that breathe not, of delicacy 
that shrinks from the touch, and feebleness that scarce supports itself, an elaborate 
vacuity of thought, and an artificial dearth of sense, spirit, truth, and nature ! It is 
the reverse of all this. It is Sh. all over, and Sh. when he was young. 

Hartley Coleridge. Essays^ &c., vol. ii, p. 198). There is something hasty 
and inconsiderate in these last scenes. Perhaps no human genius can grapple with 
such aggregated disaster. Words cannot express the horror of such judicial calami- 
ties which ovcrswell the capacity of conscious grief, and must needs produce mad- 
ness or stupefaction, or, likely enough, demoniac scorn and laughter. The recon- 
ciliation of the parents seems to me more moral than natural. I doubt il real hatred 
is ever cured. As for the golden statues, they are not so good a monument as the 
Bwcetbriars growing from the common grave of hapless lovers in so many old ballads, 
Garrick has certainly deepened and humanized the pathos by making Juliet awake 
before Romeo dies, which I believe is according to the original story. 

Chambers. Byron, in one of his letters to Moore, says ; Of the truth of Juliet’s 
story they (the Veronese) seem tenacious to a degree, — insisting on the fact, giving 
a date (1303), and showing a tomb. It is a plain, open, and partly decayed sar- 
cophagus, with withered leaves in it, in a wild and desolate conventual garden, once 
a cemetery, now ruined to the very graves. The situation struck me as very appro* 
priate to the legend, being blighted as their love. 



[In the following Reprint of the Qua* to of 1597 ^ have adhered with the most 
•cnipulous exactness to Mr Ashbee’s Facsimde of 1866, executed und^r the super- 
vision of Mr HalliwelL 

At the foot of each page will be found some c ^ the results a thorough colla- 
tion of Steevens’s, Mommsen’s, and the Cambridge Edit-)rs’ Reprints. To give all 
the varim lectiones wouk be both tedious and unprofitable. Steevcns, for instance, 
utterly disregards the use of capital ’etters except for proper names. Throughout 
the play I can remember but one exception ; namely, ‘ Lent’ in line 932. Not even 
upon a Saint docs he bestow this dig^^iity. In his stage-directions proper names are 
almost uniformly })rintcd in Roman letters, and in this respect he is as uniformly fol- 
lowed by Prof. Mommsen. He furthermore seprrates words which are printed as 
one in the o'-’ginal, and iirkes words which are sometimes printed as two, e, g.^ ska^ 
be for ‘shalbe,’ and asU''/>e for *a sleepc.* 

The most noteworthy discrepancy in Prof. Mommsen’s Reprint is the omission of 
two endie consecutive lines. 

In the Reprint of the Cambridge Edition I have noted only about fifty variations 
from Mr J lalliwell’s Facsimile; the majority of them are very trifling, and consist 
chiefly in the use of a period for a comma, or the reverse. To distinguish these two 
marks of punctuation in the thick, heavy printing of the Quarto is often a matter of 
much doubt, and although the Cambridge Editors are as likely to be correct as Mr 
Ashbee, I am bound to follow the Facsimile. I have not noted the running together 
of separate words, because it happens to be a point upon which, in many cases, two 
persons might disagree even with the same copy before them. In John Banter’s 
printing-office there seems to have been a plentiful lack of ‘spaces;* many a line 
being printed as one unbroken word. 

In short, only those varies lectiones are given which seem to indicate that the 
original copies from which the three Reprints were made vary one from another. 

Whenever the characters on the stage retire, and their places are taken by others, 
the Cambridge Editors indicate the change in the margin by a series of Scenes, 
from I to XXII, and they number the lines with reference to these Scenes. 

S. stands for Steevens’s Reprint, 1766; M, stands for Mommsen’s, 1859; C, repre- 
sents the Cambridge Edition, 1865.] Ed. 
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The Prologue. 

T WO hcntJJiold Frends alike in dignities 

{In fat re Verona, where we lay our Scene) 
From ciuill broyles broke into enmitie^ 

VVhofe ciuill warre makes ciuill hands zmclcane. 
Frotn forth the fatall loyties of thefe tivo foes^ 

A paire of flarre-crofl Louers tooke their life : 
VVhofe mifaduentureSy piteous ouerthrowes, 

( Through the continuing of their Fathers flrifcy 
And death-markt paffage of their Parents rage) 

Is now the two howres trapfique of our Stage. 

The which if you with patient cares attend y 
What here we want weed fiudie to amend. 


m 



The moft excellent Fragedie of 
Romeo and In lie t. 

Enter 2. Serittng-tncn of the Capolets. 

G Edgorie, of n.y word He carrie no coales. 

2 No, for if you doo, you fliould be a Collier. 

I If I be in cb'der, lie draw. 

2 Euer while you line, drawc your necke out of the 

the collar. 5 

I I flrikc quickly being nioou’d. 

2 I, but you arc not quickly moouM to flrike. 

I A Dog of the houfe of the Mountagucs moues me. 

2 To inooue is to flirre, and to bee valiant is to Rand 
to it: therefore (of my wordj if thou be mooud thou’t le 
runne away. 

I There^s not a man of them I meete, but lie take 
the wall of. 

2 That fliewes thee a weakling, for the weakeR goes 
to the wall. 15 

I Thats true, therefore He thruR the men from tlic, 
wall, and thruR the maids to to the walls: nay, thou Rialt 
fee I am a tall pcece of flefh. 

2 Tis well thou art not fifh, for if thou wert thou 
would R be but poore John. 20 

I He play the tyrant. He firR begin with the maids, & 
off with their hear s. 

2 The heads f f the maids ? 

I I the heades 3f their Maides, or the Maidenheades, 
take it in what fenc^ thou wilt, 25 

you fliould] yon fliould M, 7. moouM] mou^d .S*. 8. A. Dog] Dog .S’. 
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2 Nay let them take it in fence that feele it, but heere 
comes two of the Mountagues. 

Enter two Seruingmen of the Mountagues. 

1 Nay feare not me I warrant thee. 

2 I feare them no more than thee, but draw. 

1 Nay let vs haue the law on our fide, let them begin 30 
firfl. He tell thee what He doo, as I goe by ile bite my 
thumbe, whicli is difgrace enough if they fuffer it. 

2 Content, goc thou by and bite thy thumbe, and ile 
come after and frowne. 

I Motm : Doo you bite your thumbe at vs ? 35 

1 I bite my thumbe. 

2 Moun : I but i’fl at vs ? 

1 I bite my thumbe, is the law on our fide ? 

2 No. 

I I bite my thumbe. 40 

1 Motm : I but i’ ft at vs? Enter Beneuolio. 

2 Say I, here comes my Mailers kinfman. 

They draw, to than enters Tybalt, they fight, to them the 
Prmee, old Mountague, and his wife, old Capulet and 
his wife, and other Citizens and /art them. 

Prince : Rebellious fubie< 5 ls enemies to peace, 

On paine of torture, from thofe bloody handes 

Throw your miflempcred weapons to the ground. 45 

Three Ciuell brawles bred of an airic word. 

By the old Capulet and Mountague, 

Haue thrice didurbd the quiet of our llreets. 

If euer you diflurbe our llreets againe, 

Your lilies diall pay the ranfome of your fault : 50 

For this time euery man depart in peace. 

Come Capulet come you along with me. 

And Mountague, come you this after noone. 

To know our farther pleafure in this cafe. 

To old free Towne our common iudgement place, 55 

Once more on paine of death each man depart. 

Exeunt, 

M: wife. Who fet this auncient quarrel firfl abroach ? 

Speake Nephew, were you by when it began ? 

Benuo : Here were the feruants of your aduerfaries. 


St. Direct. Mountagues] Monntagues, S. M, 
53. Mouutague] Mountague S, M, 
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And yours clofe fighting ere I did .pproch. 

Wife : Ah wnere is Rot xaw you him to day ? 

Right glad I am he was not at this f ‘ay. 

Ben : Madame, an houre before the worfhip t funne 
Peept through the golden window of the Eafl, 

A troubled thought drew me fiom companie: 65 

Wher? vnderneath the gr'^ue Sicmnotire^ 

That Weflward rooteth from the Citties fide. 

So early walking might I fee your fonnc. 

I drew towards him, but he was ware of me, 

And drew into die thicket of the wood : 70 

I noting his affeeftions by ^line owne, 

That moll are buficd when th’ are moR alcne, 

Purfuecl my honor, not purfuing his. 

Moun: Black and portent ious mu ft this honor proue, 

Vnleffe good comifaile doo the caiife remooue. 75 

Ben: Why tell me Vncle do you know the caufe? 

Efitcr Romeo. 

Moun: I neyther know it nor can Icarne of him, 

Ben: See where lie is, but fland you both afide, 

He know his gricuaiice, or be much denied. 

Mount: I would thou wert fo hajipie by thy Ray 80 

To heare true flirift. Come Madame lets away. 

Benuo: Good morrow Cofen. 

Romeo : Is the day fo young? 

Be?i : But new Rroke nine. 

Romeo : Ay me, fad hopes feeme long. 85 

Was that my Father that went hence fo faR? 

Ben: It was, wliat forrow lengtliens Romeos houres? 

Rom : Not hauing that, which hailing makes them 

Ben: In loue, (fliort. 

Ro: Out. * Qo 

Ben: Of loue. 

Ro : Out of her fauor where I am in loue. 

Ben: Alas that loue fo gentle in her view. 

Should be fo tyrranous and rough in proofe. 

Ro : Alas that loue whofe view is muffled Rill, 95 

Should without lawes giue path-waies to our will : 

Where (hall we dine? Gods me, what fray was here? 

Yet tell me not for I haue heard it all. 


66. Sicamoure\ ficamoare S. 
87. houres] hours S. 


67. Citties] cities S. Af, 
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Heres much to doe with hate, but more with loue. 

Why then, O brawling loue, O louing hate, loo 

O anie thing, of nothing firfl create ! 

O heauie lightnes ferioiis vanitie ! 

Mifliapen Caos of befl feeming thinges. 

Feather of lead, bright fmoke, cold fire, ficke health. 

Still waking lleepe, that is not what it is : 105 

This loue fecle I, which feele no loue in this. 

Doefl thou not laugh ? 

Ben : No Cofe I rather weepe. 

Ro 7 n : Good hart at what ? 

Ben: At thy good hearts opprefsion. no 

Ro : Why fuch is loiies tranfgrefsion, 

Griefcs of mine ownc lie heauie at my hart. 

Which thou would R ])ro])agate to haiie them prefl 
With more of thine, tliis griefe that thou haR fliowne, 

Doth ad more griefe to too much of mine owne : 115 

Lone is a fmoke raifde with the fume of fighcs 
Being purgde, a fire fparkling in louers eyes : 

Being vext, a fea raging with a louers tearcs. 

What is it elfe? A madnes moR difereet, 

A choking gall, and a preferuing fvvect. Farewell Cofe. 120 
Ben: Nay He goe along. 

And if you hinder me you doo me wrong. 

Ro : Tut I hauc loR my felfe 1 am not here, 

This is not Romeo, hee’s fomc other where. 

Ben : Tell me in Ridncs whome flie is you loue? 125 

Ro : What fliall I grone and tell thee ? 

Ben : Why no, but fadly tell me who. 

Ro : Bid a fickman in fadnes make his will. 

Ah word ill vrgde to one that is fo ill. 

In fadnes Cofen I doo loue a woman. 130 

Ben: I aimde fo right, when as you faid you lou’d. 

Ro : A right good mark-man, and Ihee’s faire I loue. 

Ben: A right faire marke faire Cofe is fooneR hit. 

R^>.* But in that hit you milTe, fliee’le not be hit 
With Cupids arrow, Rie hath Dianaes wit, 135 

And in Rrong proofe of chaRitie well arm’d : 

GainR Cupids childifli bow fhe Hues vnharm’d, 

Shee’le not abide the hedge of louing tearmes, 

Nor ope her lap to Saint feducing gold. 


1 15. owne:] owne. S. M, 
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Ah ihe is rich in beautie, only po ^re, 140 

That when (he (^ies with beautie dier her (lore. JSxeu. 

Enter Conntie Paris, old Capulet. 

Of honorable reckoning are they boui, 

And pittie tis they line at odz fo long • 

But leaning that, wha^ fay yon tc my futc ? 

Capu: What iliould I fay more thai I faid before, 145 

My daiightei is a flranger in the world, 

Shee hath not yet attainde to foarteene yeire^ : 

Let two more fommers wither in their pride, 

Before flie can be thought fit for a Bride. 

Paris : Younger than die are hai)i)ie mothers made. it^o 

Cap : But too foone marde are thefe fo early maried : 

But wooe her gentle Paris, get her heart. 

My word to her confent is but a part. 

This night I hold an old accuflom’d Veafl, 

Whereto I haue inuited many a gucfl, 155 

Such as I loue : yet you among the flore. 

One more mofl welcome makes the number more. 

At my poore houfe you diall behold this night. 

Earth treadding Bars, that make darke heauen light: 

Such comfort as doo lufly youngmen fcele, 160 

When well apparaild Ajirill on the hecle 

Of lumping winter treads, cuen fuch delights 

Amongfl frefh female buds fliall you this night 

Inherit at my houfe, heare all, all fee. 

And like her mofl, whofe merite mofl flialbe. 105 

Such amongfl view of many myne beeing one. 

May Hand in number though in reckoning none. 

Enter Seruingman. 

Where are you firra, goe trudge about 
Through faire Verona flreets, and feeke them out : 

Whofe names are written here and to them fay, 1 70 

My houfe and welcome at their pleafure flay. 

Exeunt. 

Ser: Seeke them out whofe names are written here, 
and yet I knowe not who are written here : I mufl to 
the learned to learne of them, that’s as much to fay, as 
the Taylor mufl meddle with his Lafle, the Shoemaker 175 
with his needle, the Painter with his nets, and the Fifher 
with his Penfill, I mufl to the learned. 

167. Seruingmim'\ Seruingmen S.M. 174. as the Taylor] the taylor S. 
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Enter Benuolio and Romeo, 

Ben : Tut man one fire burnes out anothers burning 
One paine is leflned with anothers anguifli : 

Turne backward, and be holp with backward turning, i8o 

One defperate griefe cures with anothers languifh. 

Take thou fome new infcdlion to thy eye. 

And the ranke poyfon of the old will die. 

Romeo: Yonr Planton le?fe is excellent for that. 

Ben : For what? 185 

Romeo: For your broken fliin. 

Ben : Why Romeo art thou mad ? 

Rom : Not mad, but bound more than a mad man is. 

Shut vp in prifon, kept without my foocle, 

Whipt and tormented, and Godden good fellow. 190 

Ser: Godgigoden, I pray fir car you read, 

Rom: I mine owne fortune in my miferie. 

Ser: Perhaj)s you haue learned it without booke: 
but I pray can you read any thing you fee ? 

Rom: I if I know the letters and the language. 195 

Seru : Yee fay honeRly, refl you merrie. 

Rom : Stay fellow I can read. 

He reads the Letter, 

S Eigncnr Martino and his wife and danghtersy Countie 
Anfelme and his beauteous fijlcrsy the Ladie widdow of 
Vtruuio, Seigneur Placentio, ami his louelie Neeces^ 200 
Mercutio and his brother Valentine, mine vncle Capu- 
let his wife and daughters , my faire Neece Rofaline and 
Liuia, Seigneur Valentio and his Cofen Tibalt, Lucio 
and the liuelie Hellena. 

A faire alfembly, whether Ihould they come ? 205 

Ser: Vp. 

; Whether to fupper ? 

Ser: To our houfe. 

R^ .• Whofe houfe ? 

Ser: My Mailers. 210 

Ri?.' Indeed I fliould haue askt thee that before. 

Ser: Now iPe tel you without asking. My Mailer is 
the great rich Capulety and if you be not of the houfe of 
Mountagues, I pray come and crulh a cup of wine. Reft 
you merrie. 215 

Ben : At this fame auncient feaft of Capulets^ 


178. burning] burning, S, M, C. 
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Sups the faire ^ofaliie whom thou fo loues ; 

With all the admired beauties of Verrna^ 

Goe thither and with vnattamted : ye, 

Compare her face with fome that I lhall (hew, 220 

And I will make thee thinke thy fwan a cro\/. 

'Ko : When the deuout religion oj minj eye 
Maintaineo fuch falfliood, then turne ier.''es to fire, 

And thefe who often drowndc could neuer die, 

Tranfparent Heretiques be burnt for liers 225 

One fairer than my loue, the all feeing fonne 
Nere faw her match, fmce firfl the world begun. 

Ben: Tut you faw her faire none els being by. 

Her felfe poyfd with her felfe in either eye : 

But in that Cri flail fcales let there be waide, 230 

Your Ladyes loue, again fl fome other maide 
That I will fliew you fliining at this feofl. 

And fhe (hall fcant fliew well that now feemes befl. 

Rom: He goe along no fuch fight to be fliowne. 

But to rcioyce in fpiendor of mine owne. 235 

JBntcr Capdefs wife and Nurce, 

Wife: Nurce wher's my daughter call her forth to 
mee. 

Nurce : Now by my maiden head at hveliie yeare old I 
bad her come, what Lamb, what Ladic bird, God forbid, 
yFhed s this girle t what luViet. Enter luliet, 240 

Juliet : How now who cals? 

Nurce : Your Mother, 

lid: Madame I am here, what is your will ? 

VV : This is the matter, Nurfe giue leaue a while, we 
mufl talke in fecret. Nurce come back again I haue re- 245 
membred me, thouTe heare our counfaile. Thou know 
efl my daughters of a prettie age. 

Nurce : Faith I can tell her age vnto a houre. 

Wife: Sheets not fourteene. 

Nnrce : He lay fourteene of my teeth, and yet to my 250 
teene be it fpoken, I haue but foure, fhee^ s not fourteene. 

How long is it now to Lammas-tide ? 

Wife : A fortnight and odde dayes. 

225. liers] liers. C. 

238. All the Nurse's speeches are printed in Rom. in S, 

244-247. Italics, M, 244. matter,] matter. S, M. C. 
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Nurce : Euen or oddCy of all dayes in the yeare come 
Lammas Eue at night Jhall Jhe he fourteene, Sufan and Jhe 255 
God rejl all Chrijlian foules were of an age. Well Sufan is 
with God, jJie was too good for me : But as I faid on Lam- 
mas Eue at night : Jhall Jhe he fou7‘teene, that Jhall Jhee ma- 
rie 1 remcmhi r it well. Tis fince the Earth- giiake nowe e~ 
leauen yeai'cs, and Jhe was weand I neuer Jhall forget if, of 260 
all the dales of the yeare vjon that day : for I had then laid 
wo7'jnewood to my dug, fitting m the fufi vndcr the Douc- 
houfe zvalL My Lot'd and you were then at Mantua, 71 ay I 
do beare a h7‘aine : But as I faid, whe7i it did tajl the wonfi- 
wood on the 7iiffle of 7?iy dug, felt it bitter, pretty fooh 265 
to fee it teachie and fall out loith Dugge. Shake quoth the 
Doue-houfe Haas 720 72ecd I t7'ow to hid 7nc trudge, and fince 
that time it is a Icaucn yea7r : for then could Juliet Jlande 
high lone, nay by the Roode, Jhee could hauc wadled vp and 
downc, for eueni the day before Jhee h7'ake her b7'ow, and then 270 
ffiy husband God be with his Joule, hcc luas a 7ner7'ic 7na7i : 

DoJl thou fall foi‘wa7'd Juliet ? thou wilt fall backward when 
thou haft more wit : wilt thou 7tot Juliet? a7id by 7ny holli- 
da7n, the pretty foole left crywg a72d faid I, To fee hotv a 
ieaft Jhall co7ne about, I wam-a7it you if I Jhould Hue a him- 275 
dred yeare, I iicuer Jhould foigct it, wilt thou not Juliet ? 
and by 7ny troth Jhe ftinted a7id cried I, 

luliet : And dint thou too, I prethce Nurce fay J. 

Nurce : Well goe thy waies, God marke thee for his 
grace, thoUr wert the pi'cttieft Babe that euer I nurft, 7fiight 280 
T but Hue to fee thee 7narried once, I haue 7ny wifti. 

Wife : And that fame marriage Nurce, is the Theame 
I meant to talke of: Tell me Juliet, howe Hand you af- 
fedled to be married ? 

lul : It is an honor that I dreame not off. 285 

Nurce: An honor! were not I thy onely Nurce, I 
would fay thou hadft fuckt wifedome fro7n thy Teat, 

Wife: Well girle, the Noble Countie Fa7ds feekes 
thee for his Wife. 

Nurce : A man young Ladie, Ladie fuch a man as all 290 
the world, why he is a man of waxe. 

Wife : Veronaes Summer hath not fuch a flower. 

Nurce : Nay he is a flower, in faith a very flower, 

W^ife: Well luliet, how like you of Paris loue. 

254. Nurce] Nnrce C, 258 night :'\ night S. M, C, 
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Juliet: He looke to like, i£ *ooking liking moue, 
f[ut no more d^epe will I engage tr*ne eye, 

Then your confent giues itrengt’ to niake it ^lie. 

Enter Clowne, 

Clowne : Maddain you are cald f upper is rcadie, 

the Nurce curjl in the Puptrie^ all thin^js in extreamitie^ 
make hajl for J mitjl oe ^one to watte. 

Enter Maskers 7'jiiJi Romeo atid a Page. 

Ro : What fliall this fpccch beefpoke ^or our cxcufe? 
Or fliall we on without Ajiologif*. 

Jienuoleo : The date is out of fuch prolixitie, 

Weele haue no hndwinckt with a Scarfe, 

Bearing a Tartat's jiainted bow of lath. 

Scaring the Ladies like a crow keeper: 

Nor no withoutbooke Prologue faintly fpoke 
After the Prompter, for our entrance. 

But let them meafiirc vs by what they will, 

Weele mcafure tliem a meafurc and begone. 

Rom : A torch for me I am not for this aumbling, 
Becing but heauie I will benre the light. 

Mer : Beleeue me Romeo I mufL haue you daunce. 

Rom : Not I beleeue me you haue dancing fhoocs 
With nimble foies, I haue a fonlc of lead 
So flakes me to the ground I cannot flirre. 

3'fer : Giue me a cafe to put my viflige in, 

A vifor for a vifor, what care I 
What curious eye doth coatc deformitie. 

Rom : Giue me a Torch, let wantons light of hart 
Tickle the fenccles ruflies with their heeles : 

For I am prouerbd with a Grandfirc phrafe, 

He be a candleh older and looke on, 

The game was nere fo faire and I am done. 

Mer : Tut dun’s the moufe, the Cunflables old word 
If thou beefl Dun, weele draw thee Irom the mire 
Of this furreuerence loue wherein thou flickfl. 

Leaue this talke, we burne day light here. 

^om : Nay thats not fo. Mer: I meane fir in delay, 
We burne our lights by night, like Lampes by day, 

Take our good meaning for our iudgement fits 
Three times a day, ere once in her right wits. 

298-300. Rom. S. 306. crow keeper] crow-keeper 
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^om : So we meane well by going to this maske ; 

But tis no wit to goe. 

Mer : Why Borneo may one aske ? 33S 

; I dreamt a dreame to night. 

Mer: And fo did L Ikorn : Why what was yours ? 

Mer: That dreamers often lie. (true. 

•• In bed a fleepe while they doe dreame things 
Mer : Ah then I fee Quccne Mab hath bin with you. 340 
Ben : Queene Mab whats flie ? 

She is the Fairies Midwife and doth come 
In fliape no bigger than an Aggat fLone 
On the forefin^^er of a Biirgomaflcr, 

Drawne with a teeme of little Atomi, 345 

A thwart mens nofes when they lie a fleepe. 

Her waggon fpokes aremade of fpinners webs, 

The couer, of tlie winges of Graflioppers, 

The traces are the Moone-fliine watrie beames, 

The collers crickets bones, the lafli of filmes, 350 

Her waggoner is a fniall gray coated flie. 

Not halfe fo big as is a little worme, 

Pickt from the lafie finger of a maide, 

And in this fort flie gallops vp and downe 

Through Loners braines, and then they dream of lone ; 355 

O^re Courtiers knees : who flrait on curfies dream-e 
0 *re Ladies lijis, who dreame on kiffes flrait: 

Which oft the angrie Mab with bliflers plagues, 

Becaufe their breathes witli fweet meats tainted are ; 

Sometimes the gallops ore a I^awers lap, 360 

And then dreames he of fmelling out a fute, 

And fometime comes fhe with a tithe pigs taile. 

Tickling a Parfons nofe that lies a fleepe. 

And then dreames he of another benefice ; 

Sometime flie gallops ore a fouldiers nofe, 365 

And then dreames he of cutting forraine throats. 

Of breaches ambufeados, countermines. 

Of healthes fine fadome deepe, and then anon 
Drums in his eare : at which he llartes and wakes, 

And fweares a Praier or two and fleepes againe. 370 

This is that Mab that makes maids lie on their backes, 
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AnH proues them v:omen of goq»<? cariage. (the night, 

This is the verie Mab that plats me manes of Horfes in 
And plats the Elfelocks in foule <lutti(h haire, 

Which once vntangled much milfor^ime breedes, 375 

Rom : Peace, peace, thou talkfl of nothing. 

Mer: True I talke of dreames, 

Which are the Children of an idle braine, 

Begot of nothing but vaine fantafie, 

Which is as thinne a fub fiance as the aire, 380 

And more inconflant than the winde. 

Which wooes euen now the frofe bowels of the north, 

And being angred puffes away in haRe, ^ 

Turning his face to tlie dew-dropping fouth. (felues, 

JBen : Come, come, this winde doth blow vs from our- 385 
Supper is done and we fhall come too late. 

Ro: I feare too earlie, for my minde mifgiues 
Some confequencc is hanging in the Rars, 

Which bitterly begins his fearefiill date 

With this nights icuels, and expiers the terme 390 

Of a dir])ifed life, clofdc in this breaR, 

Byfome vntimelic forfet of vile death: 

Bul he that hath the Reerage of my courfe 
Diredls my faile, on hiRie Gentlemen. 

ILijter old Capniet 7cn/h fhe Ladies, 

Cafti : Welcome Gentlemen, welcome Gentlemen, 395 

Ladies that haue their toes vnjjIagiKl with Corns 
Will haue about with you, ah ha ray MiRreffes, 

Which of you all will now refiife to dance ? 

Shee that makes daintie, Riee He fweare hath Corns. 

Am I come necre you now, welcome Gentlemen, wel- 400 

More lights you knaues, & turn thefe tables vp, (come, 

And quench the fire the roome is growne too hote, 

Ah firra, this vnlookt for fport comes well. 

Nay fit, nay fit, good Cofen Capulet : 

For you and I are paR our Ran ding dayes, 405 

How long is it fince you and I were in a Maske ? 

Cof : By Ladie fir tis thirtie yeares at leaR. 

Cap : Tis not fo much, tis not fo much, 

Tis fince the manage of Zucentio, 

Come Pentecojl as quicklie as it will, 410 

Some fiue and twentie yeares, and then we maskt. 

Cof: Tis more, tis more, his fonne is elder far. 
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Cap : Will you tell me that it cannot be fo, 

His fonne was but a Ward three yeares agoe, 

Good youths I faith, Oh youth’s a iolly thing. 415 

Rom : What I.adie is that that doth inrich the hand 
Of yonder Knight ? O fliee doth teach the torches to 
burne bright ! 

It fcemes flie hangs vpon the chccke of night, 

Like a rich icwcll in an Aetliiops eare. 

Beau tie too ricli for vfe, for cartli too deare : 

So fliines a fnow-white Swan troiiping with Crowes, 

As this fairc Ladie oner her fcllowcs fliowcs. 

The incarurc done, ile wattJi her j)lacc of fland. 

And toiudiing liers, make hai)])ie my rude hand 
Did my heart lone till now? Forfwcarc it fight, 

I ncucr faw true beautie till this night. 

Tib : I'his by his voice fliould be a Motinfagitc^ 

Fetch me my rapier boy. A\'hat dares the flaue 
Come hither couer’d with an Anti eke face, 

To fcorne and ieere at our folcmnitie? 

Now by the flocke and honor of my kin. 

To (Irikc him dead I hold it for no fm. 

Ca : Why how now Cofen, wherfore florme you fo. 

Ti : Vncle this is a Mountague our foe, 435 

A villaine that is hether come in fpight, 

To mocke at our folcmnitie this night. 

Ca: Young Romeo , is it not? 

Ti: It is that villaine Romeo, (man, 

Ca : Let him alone, he beares him like a portly gentle- 440 
And to fpeake truth, Verona brags of him. 

As of a vertuous and well gouern’d youth : 

I would not for the wealth of all this towne, 

Here in my houfe doo him difimragement : 

Therefore be quiet take no note of him, 445 

Beare a faire prefence, and put off thefe frownes, 

An ill befeeming femblance for a feafl. 

Ti: It fits when fuch a villaine is a guefl, 
lie not indure him. 

Ca : He fhalbe indured, goe to I fay, he fliall, 450 

Am I the Mafler of the houfe or you ? 

You’le not indure him ? God fliall mend my foule 
You’le make a mutenie amongfl my guefls. 
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Yo*i*le fet Cocke a hoope, you'le be the man 

Ti : Vncle tis a (hame. 4^^ 

Ca : Goe too, you are a fau'^ie kmue, 

This tricke will*fcath you cue day I know what, 

Well faid my liartes. Be quiet : 

More light Ye knaue, or I will make > jr quiet. (ting, 

Tibalt: Patience perfoice with wdfull choller mee- 460 
Makes my flefli tremble in their different greetings : 

I will withdraw, but this intruf.on fliall 
Now feeming fvveet, conuert to bitter gall. 

Rom : If I prophane with my vnworthie hand, 

This holie flirine, the gentle finne is this : 465 

My lips two blufliing Pilgrims ready fland, 

To fmooth the rough touch with a gentle kiffe. 

lull : Good Pilgrime you doe wrong your hand, too 
Which mannerly deuotion fliewes in this ; (much, 

For Saints haue hands which holy Palmers touch, 470 

And Palme to Palme is holy Palmers kiffe. 

Rom: Haue not Saints lips, and holy Palmers too? 
lull : Yes Pilgrime lij)s that they mud vfe in praicr. 

Ro : Why then faire faint, let lit)S do what hands doo, 

They pray, yeeld thou, lead hiith turne to difpaire. 475 

III : Saints doc not mooue though : grant nor praier 
for fake. 

Ro : Then mooue not till my praiers effe6l I take. 

Thus from my lips, by yours my fm is purgde. 

lu: Then haue my li])s the fin that they haue tookc. 480 
Ro : Sinne from my lijis, O trefpaffe fweetly vrgdc ! 

Giuc me my finnc againe. 

In: You kiffe by the book e. 

Nurfe : Madame your mother calks, 

Rom : What is her mother ? 485 

Nurh?: Marrie Bafchclcr her mother is the Ladie of the 
hot/fcy and a good iMdy, and a wife, and a vert nous, J nurjl 
her daughter that you talkt wiihall, I tell you , he that can 
lay hold of her fhall haue the chinkes, 

; Is die a Mountague ? Oh deare account, 490 

My life is my foes thrall. 

Ca : Nay gentlemen prepare not to be gone, 
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We haue a trifling foolifli banquet towards. 

They whifper in his eare. 

I pray you let me intreat you. Is it fo ? 

Well then I thanke you honefl Gentlemen, 49S 

I promife you but for your company, 

I would haue bin a bed an hoiire agoe : 

Light to my chamber hoe. 

Exeunt 

lul; Nurfe, what is yonder Gentleman? 

Nur : The fotDic and heire of old Tiberio. 500 

lul : Whats he that now is going out of dore? 

Nur ; That as 1 thinke is yeng Petruchio. (dance ? 
lul : Whats he that followcs there that would not 
Nur : / know not, 

lul : Goe learne his name, if he be maried, 505 

My grauc is like to be my wedding bed. 

Nur : llis uame is Romeo a7ia a Mountague, the onely 
fo7ine of your g7rat e7ie77iie, 
lul: My onely Lone fprung from my onely hate, 

Too early feene vnknowne and knowne too late : , 510 

Prodigious birth of loue is this to me, 

That I fliould loue a loathed enemie. 

Nurfe : VVhats this ? whats that ? 

lul : Nothing Nurfe but a rime I learnt euen now of 

oue I danct with. 515 

Nurfe : Co 77 ie your 77 iothcr flaies for you ^ lie goe a lofig 
with you. Exeunt, 

E 7 iter R0771CO alone, 

Ro : Shall I goe forward and my heart is here ? 

Turne backe dull earth and finde thy Center out. 

E 7 iter R € 77110 Ho Mcrcutio, 

Ben : Ro 7 neo, my cofen Ro 7 neo, 5 20 

Mer : Doefl thou heare he is wife, 

Vpon my life he hath stolne him home to bed. 

Ben : He came this way, and leapt this Orchard wall. 

Call good Mercutio. 

Mer: Call, nay He coniure too. 525 

Romeoy madman, humors, pafsion, liuer, appeare thou in 
likenes of a figh : fpeuk but one rime & I am fatiffied, cry 
but ay me. Pronounce but Loue and Doue, fpeake to 
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my goflip Venus faire wor/i. one nickname for her 
purblinde fonne and heire youhg AWahain: Cupid hee 
that (hot fo trim when young Fmg Cophetua loued the 
begger wench. Hee hcarej me not. I coniure thee by 
Rofalindes bright eye, high forehead, and fcarlet lip, her 
prettie foote, flraight leg, and quiueriag thigh, and the 
demaines that there adiacent lie, thr<- in thy likeueffe 
thou appeare to vs. 

Be7i: If he doe hcare thee diou wilt anger him. 

Mcr: But this cannot anger him, marrie if one fliuld 
raife a fpirit in his Miflris circle of fome ilrange fafliion, 
making it there to fland till flie had laid it, and coniurde 
it downc, that were fome fpite. My inuocation is faire 
and honefl, and in his Miftris name 1 coniure onely but 
to raife vp him. 

Ben: Well he hath hid himfelfe amongil thofe trees. 
To be conforted with the humerous night, 

Blinde in his lone, and befl befits the darke. 

Mer : If loue be blind, loue will not liit the marke, 
Now will he fit vnder a Medler tree, 

And witli his Midris were that kinde of friiite, 

As maides call Medlers when they laugh alone. 

Ah Romeo that flie were, ah that (he were 
An open Et ccetcra, thou a pojirin Peare. 

Romeo God night, iPe to my trundle bed : 

This field bed is too cold for nice. 

Come lets away, for tis but vaine, 

To feeke him here that meancs not to be found. 

Ro : He iefls at fears that neuer felt a wound : 

But foft, what light forth yonder window breakes? 

It is the Eafl, and Juliet is the Sunne, 

Arife faire Sunne, and kill the enuious Moone 
That is alreadie ficke, and pale with griefe : 

That thou her maid, art far more faire than fhe. 

Be not her maide fince Ihe is enuious, 

Her veflall liuerie is but pale and greene, 

And none but fooles doe weare it, cad it off. 

She fpeakes, but fhe fayes nothing. What of that ? 

Her eye difeourfeth, I will anfwere it. 

I am too bold, tis not to me fhe fpeakes, 


530 


535 


540 


545 


S50 


555 


560 


565 


529. nickname] nick name S M, 
545. with] with .S’. M, C, 


538. But] Tut S. M. C, 
560. Sunne] S nne C 




320 


The mojl excellent Tragedie^ 


Two of the fairefl ilarres in all the skies, 

Hauing fome bufmes, doe entreat her eyes 
To twinckle in their fpheares till they returne. 

What if her eyes were there, they in her head, 

The brightnes of her cheekes would fliame thofe flars : 

As day-light doth a Lampe, her eyes in heauen. 

Would through the airie region ftreame fo bright. 

That birdes would fing, and thinke it were not night. 

Oh now flic Icancs her cheekes vpon her hand , 

I would I were the gloue to that fame hand. 

That I might kiffe that cheeke. 
lul : Ay me. 

: She f])eakcs. Oh fpeake againe bright Angell : 
For thou art as glorious to this night beeing ouer my 
As is a winged meffenger of heauen (head, 

Vnto the white vpturned woondring eyes. 

Of mortals that fall backe to gaze on him. 

When he bcflrides the lafie pacing cloudcs, 

And failcs vpon the bofome of the aire. 

lul: Ah Romeo ^ Romeo, wherefore art thou Romeo? 
Denie thy Father, and refufe thy name. 

Or if thou wilt not be but fworne my loue, 

And il’e no longer be a Capulet, 

Rom : Shall I heare more, or fliall I fpeake to this ? 
lul : Tis but thy name that is mine enemie. 

Whats Mouniague ? It is nor hand nor foote, 

Nor arme, nor face, nor any other part. 

Whats in a name ? That which we call a Rofe, 

By any other name would fmell as fweet : 

So Romeo would, were he not Romeo cald, 

Retaine the diuine perfedtion he owes : 

Without that title Romeo part thy name. 

And for that name which is no part of thee. 

Take all I haue. 

Rom : I take thee at thy word. 

Call me but loue, and ihe be new Baptifde, 

Henceforth I neuer will be Romeo. 

lu : What man art thou, that thus beskrind in night, 
Doefl Humble on my counfaile ? 

Ro : By a name I know not how to tell thee. 

My name deare Saint is hatefull to my felfe, 

Becaufe it is an enemie to thee. 



of Romeo and luliet. 


321 


Had I it written I would teare the word. 

lul: My eares haue not yet drunk a hundred words 
Of that tongues vtterance, yet I k^ow the found : 

Art thou not Romeo and a Mountaguc ? 

Ro : Neyther faire Saint, if eyther thee difpleafe. 615 

lu: How camft thou hether, tell niv, rod wherfore? 

The Orchard walles are high and hard clime. 

And the place death confidering who thou art, 

If any of my kinfmen finde thee here. 

Ro: By loues light winges did I oieperch thefe wals, 620 
For flonie limits cannot hold loue out. 

And what loue can doo, that dares loue attempt. 

Therefore thy kinfmen are no let co rue. 

lul: If they doe finde thee they will murder thee. 

Ro : Alas there lies more perrill in thine eyes, 620 

Then twentie of their fwords, looke thou but fweete, 

And I am proofe againfl their enmitie. (here. 

lul : I would not for the world they fliuld find thee 
Ro: I haue nights cloak to hide thee from their fight, 

And’ but thou loue me let them finde me here : 630 

For life were better ended by their hate, 

Than death proroged wanting of thy loue. 

lu : By whofe dire6lions foundil thou out this place. 

Ro: By loue, who firfl did prompt me to enquire, 

I he gaue me counfaile and I lent him eyes. 635 

I am no Pilot : yet wert thou as farre 
As that vail Ihore, wafht with the furthefl fea, 

I would aduenture for fuch Marchandife. 

lul : Thou knowfl the malke of night is on my face, 

Els would a Maiden blufh bepaint my cheeks : 640 

For that which thou hafte heard me fpeake to night, 

Faine would I dwell on forme, faine faine denie. 

What I haue fpoke ; but farewell complements. 

Doefl thou loue me ? Nay I know thou wilt fay I, 

And I will take thy word : but if thou fwearfl, 645 

Thou maiefl proue falfe : 

At Louers periuries they fay ^oue fmiles. 

Ah gentle Romeo, if thou loue pronounce it faithfully; 

Or if thou thinke I am too eafely wonne, 

IPe frowne and fay thee nay and be peruerfe, 650 

So thou wilt wooe ; but els not for the world, 
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Tn truth faire Mountague, I am too fond, 

And therefore thou maiefl thinke my hauiour light : 

But trull me gentleman He proue more true, 

Than they that haue more cunning to be llrange. 655 

I Ihould haue bin llrange I mull confeffe, 

But that thou ouer-heardll ere I was ware 
My true loues Pafsion : therefore pardon me, 

And not inij-ute this yeelding to light loue, 

Which the darke night hath fo discouered. 660 

By yonder blcffed Moone I fweare. 

That tips with filuer all thefe fruit trees tops. 

////.* O fweare not by the Moone the vnconllant 
That monthlie changeth in her circled orbe, (Moone, 

LeaR that thy loue proue likewife variable. 665 

Jvo : Now by 

Ii/l: Nay doo not fweare at all, 

Or if thou fweare, fweare by thy glorious felfe, 

Which art the God of my Idolatrie, 

And H’e beleeue thee. 670 

jRo : If my true harts loue 
////; Sweare not at al, though I doo ioy in 
I haue fmall ioy in this contradl to night, (thee. 

It is too raRi, too fodaine, too vnaduifde. 

Too like the lightning that doth ceafe to bee 675 

Ere one can fay it lightens. I heare fome comming, 

Deare loue adew, fweet Moimtague be true, 

Stay but a little and il’e come againe. 

JRo : O blcffed bleffed night, I feare being night. 

All this is but a dreame I heare and fee, 680 

Too flattering true to be fubllantiall. 

lul : Three wordes good Roineo and good night in 
If that thy bent of loue be honourable ? (deed. 

Thy purpofe marriage, fend me word to morrow 

By one that iUe procure to come to thee : 685 

Where and what time thou wilt performe that right. 

And al my fortunes at thy foote il’e lay. 

And follow thee my Lord through out the world. 

Ro: Loue goes toward loue like fchoole boyes from 

their bookes, 690 

But loue from loue, to fchoole with heauie lookes. 
lul: Romeo ^ Romeo y O for a falkners voice. 
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To lure this Taflell gentle backf igaine : 

Bondage is hoarfe and may not crie aloud, 

Els would I teare the Caue wher^' Eccho lies 
And make l^er airie voice as hoarle mine, 

With rejjetition of my Romeos name. 

Romeo ? 

Ro : It is my foule that calks vpo^ my name. 

How filuer fweet found loue^-s tongues in night. 
lul : Romeo? 

Ro : Madame. 

Jill : At what a clocke to morrow (hall I fend? 

Ro: At the hoiire of nine. 
lul : I will not faile, tis twciitie yeares till then. 

'Borneo I haue forgot why I did call tlice backe. 

"Korn : Let me flay here till you remember it. 
lul : I fhall forget to haue thee Icill flaie here, 

Remembring how I loue thy companie. 

Rom : And ilk flay flill to haue thee llill forget, 710 

Forgetting any Ocuer home but this. 

lu : Tis almcR morning I would haue thee gone, 

But yet no further then a wantons bird. 

Who lets it hop a little from her hand, 

Like a pore prifoner in his twifled giues, 715 

And with a filke thred puls it backe againe. 

Too louing iealous of his libertie. 

Ro : Would I were thy bird. 
lul : Sweet fo would I, 

Yet I fhould kill thee with much cherrifliing thee. 720 

Good night, good night, parting is fuch fweet forrow. 

That I fliall fay good night till it be morrow. (bread, 

R<?;// .* Sleepe dwell vpon thine eyes, peace on thy 
I would that I were lldep and peace of fweet to red. 

Now will I to my Ghodly fathers Cell, 725 

His help to craue, and my good hap to tell. 

Enter Frier Francis. (night, 

Frier: The gray ey’d morne fmiles on the frowning 
Checkring the Eaderne clouds with dreakes of light, 

And flecked darkenes like a drunkard reeks. 

From forth daies path, and Titans fierie wheeles : 730 

Now ere the Sunne aduance his burning eye, 

The world to cheare, and nights darke dew to drie. 

We mud vp fill this oafier Cage of ours, 


695 


700 


705 



324 
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With balefull weeds, and precious iuyced flowers, 

Oh mickle is the powerfull grace that lies 73S 

In hearbes, plants, flones, and their true qualities : 

For nought fo vile, that vile on earth doth liue. 

But to the earth fome fpeciall good doth giue : 

Nor nought fo good, but llraind from that faire vfe, 

Reuolts to vice and Humbles on abufe: 74 o 

Vertue it felfe turnes vice being mifapplied, 

And vice fometimes by adlion dignified. 

Within the infant rinde of this fmall flower, 

Poyfon hath refidence, and medecine power : 

For this being fmelt too, with that part cheares ech hart, ^ 745 
Being tailed flaies all fences with the hart. 

Two fuch oppofed foes incam pe them Hill, 

In man as well as herbes, grace and rude will. 

And where the worfer is predominant. 

Full foone the canker death eats vp that plant. 750 

^om : Good morrow to my GhoHly Confeflbr. 

Fri : Benedicite^ what earlie tongue fo foone faluteth 
Yongfonne it argues a diHempered head, (me? 

So foone to bid good morrow to my bed. 

Care keepes his watch in euerie old mans eye, 755 

And where care lodgeth, fleep can neiier lie ; 

But where vnbrufed youth with vnfluft braines 
Doth couch his limmes, there golden fleepe remaines : 

Therefore thy earlines doth me affure. 

Thou art vprowf M by fome diftemperature. 760 

Or if not fo, then here I hit it righ 
Our Borneo hath not bin a bed to night. 

Ko : The laH was true, the fweeter reH was mine. 

Fr: God pardon fin, wert thou with Kq/a/ine^ 

Ko: With '^of aline my Ghoftly father no, 765 

Ihaue forgot that name, and that names woe. (then ? 

Fri : Thats my good fonne : but where haft thou bin 
.* I tell thee ere thou aske it me againe, 

I haue bin feafling with mine enemie : 

Where on the fodaine one hath wounded mee 770 

Thats by me wounded, both our remedies 
With in thy help and holy phificke lies, 

I beare no hatred blefled man : for loe 
My intercefsion likewife Heades my foe. 
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Frier: Be plaine my forme •'.nd homely In thy drift, 775 
Ridling confef ion findes but ridlii.g (hrift. 

'^om : Then plainely know my harts de?re loue is fct 
On the faiie daughter of rich Capuletx 
As mine on hers, fo hers likewife or mine, 

And all conxbind, faae what thou muli combine 780 

By holy marriage : where, and when, and how, 

We met, we woo*d, and nxade exchange of vowes, 

Il’e tell thee as I paffe : But this I pray. 

That thou confent to marrie vs to day> 

Fri: Ho^y •S'. Francis^ what a change is here? 785 

Is ^of aline whome thou didfl Icue fo deare 
So foone forfooke, lo yong mens loue then lies 
Not truelie in their harts, but in their eyes. 
lefu Maria, what a deale of brine 

Hath wafht thy fallow cheekes for ^o/aline’l 790 

How much fait water call away in wafle, 

To feafon loue, that of loue doth not tafle. 

The funne not yet thy fighcs from heauen cleares. 

Thy old grones ring yet in my ancient eares, 

And loe vpon thy cheeke the flaine doth fit, 795 

Of an old teare that is^ot wafht off yet. 

If euer thou wert thus, and thefe woes thine. 

Thou and thefe woes were all for 'Kofaline, 

And art thou changde, pronounce this fentence then 
Women may fal, when ther’s no flrength in men. 800 

^om : Thou chidfl me oft for louing Ikofaline. 

Fr: For doating, not for louing, pupill mine. 

Rom : And badfl me burie loue. 

Fr: Not in a graue. 

To lay one in another out to haue. 805 

Rom : I pree thee chide not, (he whom I loue now 
Doth grace for grace, and loueforloue allow: 

The other did not fo. 

Fr: Oh (he knew well 

Thy loue did read by rote, and could not fpelL 810 

But come yong Wauerer, come goe with mee. 

In one refpe<5l He thy afsidant bee : 

For this alliaunce may fo happie proue. 

To turne your Hou(holds rancour to pure loue. Exeunt. 
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Enter MercutiOy Benuolio. 

Mer: Why whats become of Romeo? came he not 815 
home to night ? 

Ben: Not to his Fathers, I fpake with his man. 

Mer: Ah that fame pale hard hearted wench, that Ro- 
Torments him fo, that he will fure run mad. {/aline? 

Mer: Tybalt the Kinfman of olde Capolet 820 

Hath fent a Letter to his Fathers Houfe ; 

Some Challenge on my life. 

Ben : Romeo will anfwere it. 

Mer: I, anie man that can write may anfwere a letter. 

Ben : Nay, he will anfwere the letters mafler if hee bee 825 
challenged. 

Mer: Who, Romeo ? why he is alreadie dead : llabd 
with a white wenches blacke eye, Ihot thorough the eare 
with a loue fong, the verie pinne of his heart cleft with the 
blinde bow-boyes but-fliaft. And is hea man to encounter 830 
Tybalt ? 

Ben : Why what is Tybalt ? 

Mer: More than the prince of cattes I can tell you. Oh 
he is the couragious captaine of complements. Catfo, he 
fightes as you fmg pricke-fong, keepes lime dyflance and 835 
proportion, refls me his minum reft one two and the thirde 
in your bofome, the very butcher of a filken button, a Duel- 
lift a Duellift, a gentleman of the very firft houfe of the firft 
and fecond caufe, ah the immortall Paffado, the Punto re- 
uerfo, the Hay. 840 

Ben : The what ? 

Me: The Poxe of fuch limping antique affedling fan- 
tafticoes thefe new tuners of accents. By lefu a very good 
blade, a very tall man, a very good whoore. Why graund- 
fir is not this a miferable cafe that we fliould be ftil afflidted 845 
with thefe ftrange flies: thefe fafliionmongers, these par- 
donmees, that ftand fo much on the new forme, that they 
cannot fitte at eafe on the old bench. Oh their bones, theyr 
bones. 

Ben, Heere comes Roftieo, 850 

Mer: Without his Roe, like adryed Hering. Oflefliflefli 
how art thou filhified. Sirra now is he for the numbers that 
Petrarch flowdin : Laura to his Lady was but a kitchin 
drudg, yet ftie had a better loue to berime her : Dido a dow- 
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dj Cleopatra a G>pfie, Hero an<’ Hellen hildings and harle- 855 
tries : Thifbie '’gray eye or fo, 4 )ut not to the purpofe. Signior 
'Romeo bon iour, there is a French cjvtefie to your French 
tlop : yee gaue vs the counterfeit f-d/ely yeflernight 
Rofn : Wha<- counterfeit I pray vqu? 

Me : The flip the flip, can you not conceiue ? obo 

Rom : I cry you mercy my Lufines was great, and in fuch 
a cafe as mine, a man may flraine curtcfie. 

Mer: Oh tliats as much to fay as fuch a cafe as yours wil 
conflraine a man to bow in the hams 

Rom : A moil curteous exjjofition. 865 

Me : Why I am the very pinke of curtefie. 

Rom : Pinke for flower ? 

Mer: Right. 

Rom : Then is my Pumpe well fiourVl : 

Mer: Well faid, follow me nowe tliat iefl till thou hail 870 
worne out thy Pumpe, that when the Angle foie of it is worn 
the iefl may remaine after the wearing folie finguler. 

Rom : O Angle foald iefl folic Anguler for the fmglenes. 

Me. Come between vs good Bcmiolio^ for my wits faile. 

Rotn /Swits and fpurres,fwits & fpurres,or He cry a match. 875 
Mer: Nay if thy wits runne the wildgoofe chafe, I haue 
done : for I am fure thou had more of the goofe in one of 
thy wits, than I haue in al my fine; Was I with you there for 
the goofe? 

Rofii : Thou wert neuer with me for any thing, when 880 
thou wert not with me for the goofe. 

Me: He bite thee by the earc for that iefl. 

Rom : Nay good goofe bite not. 

Mer : Why thy wit is a bitter fweeting, a mofl (harp fauce 
Ro 7 n : And was it not well fendd in to a fweet goofe? 885 
Mer: Oh heere is a witte of Cheuerell that flretcheth 
from an ynch narrow to an cl I broad. 

Rom : I flretcht it out for the word broad, which added to 
the goofe, proues thee faire and wide a broad goofe. 

Mer: Why is not this better now than groning for lone? 890 
why now art thou fociable, now art thou thy fclfe, nowe art 
thou what thou art, as wel by arte as nature. This driueling 
loue is like a great naturall, that runs vp and downe to hide 
his bable in a hole. 

Ben: Stop there. 895 
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Me: Why thou wouldll haue me flopp my tale againft 
the haire. 

Ben : Thou wouldll haue made thy tale too long ? 

Mer: Tut man thou art deceiued, I meant to make it 
lhort> for I was come to the whole depth of my tale ? and 900 
meant indeed to occupie the argument no longer. 

.* Heers goodly geare. 

Enter Nurfe andherman, 

Mer: A faile, a faile, a faile. 

Ben : Two, two, a fliirt and a fmocke. 

Mur: Peter y pree thee giue me my fan. 905 

Mer: Pree thee doo good Peter^ to hide her face : for 
her fanne is the fairer of the two. 

Nur: God ye goodmorrow Gentlemen. 

Mer: God ye good den faire Gentlewoman. 

Mur: Is it godyegooden I pray you. 910 

Mer: Tis no leffe I affure you, for the baudie hand of 
the diall is euen now vpon the pricke of noone. 

Mur: Fie, what a man is this? 

Rom: A Gentleman Nurfe, that God hath made for 
himfelfe to marre. 915 

Mur: By my troth well faid : for himfelfe to marre 
quoth he? I pray you can anie of you tell where one maie 
finde yong Ro7fieo ? 

Ro7n : I can : but yong Romeo will bee elder when you ^ 
haue found him, than he was when you fought him, I am 920 
the yongeft of that name for fault of a worfe. 

Mur: Well faid. 

Mer: Yea, is the word well? mas well noted, wife- 
ly, wifely. 

Mu : If you be he fir, I defire fome conference with ye. 925 

Ben : O, belike flie meanes to inuite him to fupper. 

Mer: So ho. A baud, a baud, a baud. 

Rom : Why what had found man? 

Mer: No hare fir, vnleffe it be a hare in a lenten pye, 
that is fomewhat dale and hoare ere it be eaten. 930 

He walkes by them, and Jings, 

And an olde hare bore, and an olde hare hore 
is verie good meate in Lent : 

But a hare thats hoare is too much for a fcore, 
if it hore ere it be fpent. 
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YduI come to your fathers to fi oper? 9^^ 

Rom : I < 

Mer: Farewell ancient La^ie, farewell <weete Ladie* 

Exeunt Benuolio^ Mercutio, 

Nur: Marry farewell. Pray what faucie merchant was 
this that was fo full of hi" roperipe? 

Ro 7 .i : A gentleman Narfe that I'^ues to heare himfelfe 94c 
talke, and will fpeake more in an houre than hee will Land 
to in a month. 

Nur: If hee fland 10 anie thing again (I mee, He take 
him downe if he were luflier than he is : if I cannot take him 
downe, He finde them that fhall : I am none of his Hurt- 945 
gills, I am none of his skaines mates. 

She turnes to Peter her man. 

And thou like a knaue mufl fland by, and fee euery lacke 
vfe me at his pleafure. 

Pet : I fee no bodie vfe you at his pleafure, if I had, I 
would foone haue drawen : you know my toole is as foone 950 
out as anothers .f I fee time and place. 

Nur: Now afore God he hath fo vext me, that cuerie 
member about me quiuers : feuruie lacke. But as I faid, my 
Ladie bad me feeke ye out, and what fhee bad me tell yee, 
that He keepe to my felfe : but if you Ihould lead her into a 955 
fooles paradice as they faye, it were a verie grolfe kinde of 
behauiour as they fay, for the Gentlewom an is yong. Now 
if you fhould deale doubly with her, it were verie weake 
dealing, and not to be offered to anie Gentlewoman. 

Rom : Nurfe, commend me to thy Ladie, tell her I pro- 960 
tefl. 

Nur: Good heart ; yfaith He tell her fo : oh (he will be 
a ioyfull woman. 

Rom : Why, what wilt thou tell her ? 

Nur: That you doo protefl: which (as I take it) is a 965 
Gentlemanlike proffer. 

Rom : Bid her get leaue to morrow morning 
To come to fhrift to Frier Laurence cell : 

And flay thou Nurfe behinde the Abbey wall. 

My manfliall come to thee, and bring along 970 

The cordes, made like a tackled flaire. 

Which to the high top-gallant of myioy 
Mufl be my condudl in the fecret night. 
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Hold, take that for thy paines. 

Nur\ No, not a penie truly. 975 

^om : I fay you lhall not chufe. 

N//r; Well, to morrow morning (he (liall not faile. 

: Farewell, be truflie, and lie quite thy paine. Exit 
"Nun Peter ^ take my fanne, and goe before. Ex. omnes. 

Enter Juliet. 

yul : The clocke flroke nine when I did fend my Nurffe 980 
In halfe an houre (lie promid to returiie. 

Perhaps (lie cannot finde liim. Thats not fo, 

Oh (lie is lazie, Loues heralds (liould be thoughts, 

And runne more fwift, than haflie powder fierd, 

Doth hurrie from the fearfull Cannons mouth. 98s 

Enter '^urfe. 

Oh now (lie comes. Tell me gentle Nurfe, 

What fayes my Loue? 

Oh I am wearie, let mee red a while. Lord how 
my bones ake. Oh wheres my man ? Giue me fome aqua 
vitse. 990 

lul : I would thou hadd my bones, and I thy newes. 

Fie, what a iaunt haue I had : and my backe a to- 
ther fide. Lord, Lord, what a cafe am I in. 

yul : But tell me fwcet Nurfe, what fayes "Borneo? 

N//r.* Borneo, nay, alas you cannot chufe a man. Hees 995 
no bodie, he is not the Flower of curtefie, he is not a proper 
man; and for a hand, and a foote, and a baudie, wel go thy 
way wench, thou hast it ifaith. Lord, Lord, how my head 
beates ? 

lul: What of all this/ tell me what fayes he to our ma- 1000 
riage / 

N^/r; Marry he fayes like an honed Gentleman, and a 
kinde, and I warrant a vertuous ; wheres your Mother / 
lul : Lord, Lord, how odly thou replied ? He faies like a 
kinde Gentleman, and an honed, and a vertuous; wheres 1005 
your mother ? 

'^ur: Marry come vp, cannot you day a while / is this 
the poulteffe for mine aking boanes/ next arrant youl haue 
done, euen doot your felfe. 

lul: Nay day fweet Nurfe, I doo intreate thee now, 1010 
What fayes my Loue, my Lord, my Borneo? 

l^ur: Goe, hye you draight to Friar Laurence Cell, 

And frame a feufe that you mud goe to (lirift : 
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There flayes a Bridegroome to -nake you a Bride. 

Now comes t^e wanton blood vp your cheekes, 

I mull prouide a ladder made f cordes, 

With which your l ord mud clime a birdes ned foone. 

I mud take paines to furtlv^r you^ delight, 

But you mad bearc the burden foone i . n'glit. 

Doth this newes pleafe you now i 

lul: How doth her latter words reuiue my hart. 
Thankes gentle Nurfe, difpateh thy bufnes, 

And He not faile to meete my Exeunt 

Erter Komeo, Frier. 

^om : Now Father Laure.ice^ in thy holy grant 
Confids the good of me and I////V/. 

Fr: Without more words I will doo all I may, 

To make you happie if in me it lye. 

P This morning here die pointed we lliould meet, 
And confumate thofe neuer parting bands, 

Witnes of ournarcs loue by ioyning hands. 

And come die v/ill. 

Fr: I geffe die will indeed, 

\ouths loue is quicke, fwifter than fwifted fpeed. 

Y^ntcr lulict fomewhat faji, and cmbraccth Romeo. 

See where die comes. 

So light of foote nere hurts the troden dower : 

Of loue and ioy, fee fee the foueraigne power. 
lui: Romeo. 

Rom : My lulict welcome. As doo waking eyes 
(Cloafd in Nights myds) attend the frolicke Day, 

So Romeo hath expedled lulict, 

And thou art come. 

yul: I am (if I be Day) 

Come to my Sunne : diine foorth, and make me faire. 

Rom : All beauteous fairnes dwelleth in thine eyes. 
lul: Romeo from thine all brightnes doth arife. 

E'r: Come wantons, come, the dealing houres do palfe 
Defer imbracements till fome fitter time. 

Part for a while, you diall not be alone. 

Till holy Church haue ioynd ye both in one. 

Rom : Lead holy Father, all delay feemes long. 
lul: Make hafl, make hatl, this lingring doth vs wrong. 
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Fr: O, foft and faire makes fweetefl worke they fay. 

Haft is a common hindrer in croffe way. Exeunt omnes. 

Enter Benuolio^ Mercutio. 

Ben : I pree thee good Mercutio lets retire, 

The day is hot, the Capels are abroad. 1055 

Mer: Thou art like one of thofe, that when hee comes 
into the confines of a tauerne, claps me his rapier on the 
boord, and fayes, God fend me no need of thee : and by 
the operation of the next cup of wine, he drawes it on the 
drawer, when indeed there is no need. 1060 

Ben : Am I like fuch a one ? 

Mer: Go too, thou art as hot a lacke being mooude, 
and as foone mooude to be moodie, and as foone moodie to 
be mooud. 

Ben: And what too? 1065 

Mer : Nay, and there were two fuch, wee ftiould haue 
none fliortly. Didft not thou fall out with a man for crack- 
ing of nuts, hauing no other reafon, but becaufe thou hadft 
hafill eyes? what eye but fuch an eye would haue pickt out 
fuch a quarrell? With another for coughing, becaufe hee 1070 
wakd thy dogge that lay a fleepe in the Sunne? With a 
Taylor for wearing his new dublet before Eafler : and 
with another for tying his new fhoes With olde ribands. 

And yet thou wilt forbid me of quarrelling. 

Ben: By my head heere comes a Capolet, 1075 

Enter Tybalt, 

Mer: By my heele I care not. 

Tyb : Gentlemen a word with one of you. 

Mer : But one word with one of vs ? You had beft couple 
it with fomewhat, and make it a word and a blow. 

Tyb: I am apt enough to that if I haue occafion, 1080 

Mer: Could you not take^Dccafion / 

Tyb: Mercutio thou conforts with Borneo? 

Mer: Confort. Zwounes conforl?the Haue wil make fid- 
lers of vs. If you doe firra, look for nothing but difcord : For 
heeres my fiddle-fticke. 1085 

Enter 'Borneo, 

lyb : Well peace be with you, heere comes my man. 

Mer: But He be hanged if he weare your lyuery : Mary 
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gc before into the field, and he may be your follower, fo in 
that fence you’" worfliip may^cali b’m man. 

Tyb: Is^omeo the bate i bear ' to thee can afib )rd no bet- 1090 
ter words Chen thefe, thou art a viLalne. 

: Tybalt the loue I beare ^0 thee, doth excufe the 
appertaining rage to fucha word: villa 'ae ami none, ther- 
fore I well perceiue thbu knowfl me '"ot. 

Tyb : Bace boy this canno*. feme thy turne, and ihe; efore 1095 
drawe. 

Ro : I doe proteil I neuer iniured thee, but ioue thee bet- 
ter than thon canfl deuife, till thou lhalt know the reafon of 
my loue. 

Mer: O diflionorable vile lubmiflion. AUaJlockado caries 1 100 
it away. You Ratcatcner, come Lacke, come backe. 

Tyb : What wouldefl with me ? 

Mer: Nothing King of Cates, but borrow one of your 
nine Hues, therefore come d/awe your rapier out of your 
fcabard, leafl mine be about your eares ere you be a ware. 1105 

Rom : Stay Tibalty hould Mercutio : Benuolio beate 
downe their weapons. 

Tihalt vnder Romeos arme thrujls Mer* 
cutioy in and flyes, 

Mer: Is he gone, hath hee nothing ? A poxe on your 
houfes. 

Rom : What art thou hurt man, the wound is not deepe. mo 

Mer: Noe not fo deepe as a Well, not fo wide as a 
barne doore, but it will ferue I warrant. What meant you to 
come betweene vs ? I was hurt vnder your arme. 

Rom : I did all for the bell. 

Mer: Apoxe of your houfes, I am fairely dreft. Sirra 1115 
goe fetch me a Surgeon. 

Boy: I goe my Lord. 

Mer: I am pepperd for this world, I am fped yfaith, he 
hath made wormes meate of me, & ye aske for me to mor- 
row you (hall finde me a graue-man. A poxe of your houfes, 1120 
I (hall be fairely mounted vpon foure mens (boulders ; For 
your houfe of the Mountegues and the Capoletsx and then 
fome peafantly rogue, fome Sexton, fome bafe (laue (hall 
write my Epitapth, thft Tybalt came and broke the Princes 
Lawes, and Mercutio was (laine for the fird and fecond 1125 
caufe. Wher*s the Surgeon ? 

1 1 1 1 . not fo wide] nor so wide S, M, C. 
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Boy\ Hee’s come fir. 

Mer: Now heele keepe a mumbling in my guts on the 
other fide, come Benuolio, lend me thy hand : a poxe of your 
houfes. Exeunt 1130 

Ro 7 n : This Gentleman the Princes neere Alie. 

My very frend hath tane this mortall wound 

In my behalfe, my reputation llaind 

With Jibalt' {launder, Tybalt that an houre 

Plath beene my kinfman, Ah Iiiliet 1135 

Thy beautie makes me thus effeminate. 

And in my temper foftens valors fleele. 

Enter Benuolio, 

Ben : All Romeo Romeo braue Mercutio is dead, 

That gallant fpirit hath afpir’d the cloudes. 

Which too vntimely fcornd the lowly earth. 1140 

Ro 7 n : This dales black fate, on more daies doth depend 
This but begins what other dayes mufl end. 

E 7 iter Tibalt, 


Ben : Heere comes the furious Tibalt backe againe. 

Ro 7 n: A liue in tryumph and Mercutio flaine/ 

Away to heauen refpedliue lenity: 1141^ 

And fier eyed fury be my condu<Sl now. 

Now Tibalt take the villaine backe againe, 

Which late thou gau’fl me : for Mcrcutios foule, 

Is but a little way aboue the cloudes. 

And flaies for thine to beare him company. 1150 

Or thou, or I, or both fliall follow him. 


Eighty Tibalt falles, 

Ben: Ro 7 neo away, thou fcefl that Tibalt^ s flaine, 

The Citizens approach, away, begone 
Thou wilt be taken. 

Ah I am fortunes flaue. 1155 

Exeunt 


Enter Citizens. 


Watch. Wher*s he that flue Mercutio y Tybalt that vil- 
laine? 

'Ben : There is that Tybalt. 

Vp firra goe with vs. 
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Enter Pring . , Capolets wife. 

Pry: Where be the vile begmners of this fray? 

Ben: Ah Noble Prince I can difeouer all 
The mod vnlucky ^nannage of rf.L brawle. 

Heere lyes the man flaine by yong Romeo, 

That flew thy kinfman braue Mercuiw, 

M : Tibalt, Tybalt, O my brothers child, 

Vnhappie fight? Ah the blood is fpilt 

Of my deare kinfman, Prince as thou art true : 

For blood of ours, fhed bloud of Mjountagew. 

Pry : Speake Benuolio who began this fray/ 

Ben : Tibalt heere flaine whom Romeos hand did flay. 
Romeo who fpake him fayre bid him bethinke 
How nice the quarreil was. 

But Tibalt flill perfifling in his wrong. 

The flout Mercutio drewe to calme the florme. 

Which Romeo feeing cal’d flay Gentlemen, 

And on me cry’d, who drew to part their flrife, 

And with his agill arme yong Romeo, 

As fafl as tung crydepeace, fought peace to make. 

While they were enterchanging thrufls and blows, 

N^nder yong Romeos laboring arme to part. 

The furious Tybalt cad an enuious thrufl, 

That rid the life of (lout Mercutio. 

With that he fled, but prcfently return’d, 

And with his rapier braued Romeo i 
That had but newly entertain’d reiienge. 

And ere I could drawforth my rapyer 
To part their furie, downe did Tybalt fall, 

And this way Romeo fled. 

Mo : He is a Mountagew and fpeakes partiall, 

Some twentie of them fought in this blacke flrife : 

And all thofe twenty could but kill one life. 

I doo intreate fweete Prince thoult iuflice giue, 

Romeo flew Tybalt, Romeo may not liue. 

Prin: And for that offence 
Immediately we doo exile him hence. 

I haue an interefl in your hates proceeding. 

My blood for your rude braules doth lye a bleeding. 

But He amerce you with fo large a fine. 

That you lhall all repent the Ioffe of mine. 
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I will be deafe to pleading and excufes, 

Nor teares nor prayers (hall purchafe for abufes. 

Pittie (hall dwell and goueme with vs dill : 

Mercie to all but murdrers, pardoning none that kilL 

Exeunt ontnes. 

Enter lulieU 

lul: Gallop apace you fierie footed (leedes 
To Phoelnis mnnfion, fuch a Waggoner 
As Phaeton, would quickly bring you thether^ 

And fend in cloudie night immediately. 

Enter Nurfe wringing her hands, with the ladder 
of cordes in her lap» 

But how now Nurfe: O Lord, why lookfl thou fad? 

What had thou there, the cordes? 

Nur: I, I, the cordes: alacke we are vndone, 

We are vndone, Ladie we are vndone. 

lul: What diuell art thou that torments me thus? 
Nurf : Alack the day, hees dead, hees dead, hees dead. 
ytd: This torture diould be roard in difraall hell. 

Can heauens be fo enuious? 

Nur: Romeo can if heauens cannot. 

I faw the wound, I faw it with mine eyes, 

God faue the fample, on his manly bread : 

A bloodie coarfe, a piteous bloodie coarfe. 

All pale as adies, I fwounded at the fight. 

lul : Ah Romeo, Roffieo, what di fader hap 
Hath feuerd thee from thy true fFuliet? 

Ah why fliould lieauen fo much confpire with Woe 
Or Fate enuie our. happie Marriage, 

So foone to funder vs by timeleffe Death? 

Nur: O Tybalt, Tybalt, the bed frend I had, 

O honed Tybalt, curteous Gentleman. 

lul: What dorme is this that blowes fo contrarie. 

Is Tybalt dead, and Romeo murdered : 

My deare loude coufen, and my deared Lord. 

Then let the trumpet found a generall doome, 

Thefe two being dead, then lining is there none. 

Nur: Tybalt is dead, and Romeo banifhed, 

Romeo that murdred him is banifhed. 

lul: Ah heauens, Romeos hand (hed Tybalts blood? 
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Nur: It did, it did, alackt. the day it did. 
lul: O fprpents hate, hid with a flowring face : 

0 painted fepulcher, including filth. 

Was neuer booke containing fo lo ale mattter. 

So fairly bound. Ah, what meant Romeo? 1240 

Nur: There is no truth, no taitL^ no honeflie in men: 

All falfe, all faithles, periurde, all fc^fworne. 

Shame come to Romeo, 

lul: A blifler on that tmig, he was not borne to fhame: 

Vpon his face Shame is afhamde to fit. 124$ 

But wherefore villaine didfl thou kill my Coufen? 

That villaine Coufen would haue kild my husband. 

All this is comfort. But there ye*' remaines 
VVorfe than his death, which faine I would forget : 

But ah, it prefleth to my memorie, 1250 

Romeo is banifhed. Ah that word Baniflied 
Is worfe than death. 'Komeo is banifhed, 

Is Father, Mother, Tybalt^ luliety 

All killd, all flJne, all dead, all banifhed. 

Where are my Father and my Mother Nurfe? 1255 

Nur: Weeping and wayling ouer Tybalts coarfe. 

Will you goe to them ? 

lul: I, I, when theirs are fpent, 

Mine fhall be flied for Romeos banifhment. 

Nz/r.* Ladie, your Komeo will be here to night, 1260 

He to him, he is hid at Laurence Cell. 

lul: Doo fo, and beare this Ring to my true Knight, 

And bid him come to take his lafl farewell. Exeunt, 

Enter Frier, 

Fr: Borneo come forth, come forth thou fearfull man, 
Afflidlion is enamourd on thy parts, ’1265 

And thou art wedded to Calamitie. 

Enter 'Borneo, 

'Kom : Father what newes, what is the Princes doome, 

What Sorrow craues acquaintance at our hands. 

Which yet we know not. 

Fr: Too familiar 1270 

Is my yong fonne with fuch fowre ccmpanie ; 

1 bring thee tidings of the Princes doome. 

'S^m : What lefle than doomes day is the Princes doome? 
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Fr: A gentler iudgement vanilht from his lips, 

Not bodies death, but bodies banifhment. 1275 

Ha, Baniftied? be mercifull, fay death; 

For Exile hath more terror in his lookes. 

Than death it felfe, doo not fay Banifhment. 

Fr: Hence from Verona art thou banifhed : 

Be patient, for the world is broad and wide. 1280 

^om : There is no world without Verona walls, 

But purgatorie, torture, hell it felfe. 

Hence banifhed, is banifht from the world : 

And world exilde is death. Calling death banifliment, 

Thou cutfl my head off with a golden axe, 1285 

And fmilefl vpon the flroke that murders me. 

Fr: Oh monflrous fimie, O rude vnthankfulnes ; 

Thy fault our law calls death, but the milde Prince 
(Taking thy part) hath rufhd afidc the law. 

And turnd that blacke word death to banifhment: 1290 

This is meere mercie, and thou feed it not. 

Rom : Tis torture and not mercie, heauen is heere 
Where Juliet Hues : and euerie cat and dog. 

And little moufe, euerie vnworthie thing 

Liue here in heauen, and may looke on her, 1295 

But 'R.omeo may not. More valid i tie. 

More honourable date, more courtfhip Hues 
In carrion flyes, than 'Romeo : they may feaze 
On the white wonder of faire Juliets skinne. 

And deale immortall kiffes from her lips; 1300 

But Romeo may not, he is banifhed. 

Flies may doo this, but I from this mud flye. 

Oh Father hadd thou no drong poyfon mixt. 

No fharpe ground knife, no prefent meane of death. 

Though nere fo meane, but banifliment *305 

To torture me withall : ah, baniflied. 

O Frier, the damned vfe that word in hell : 

Howling attends it. How hadd thou the heart, 

Being a Diuine, a ghodly Confeffor, 

A finne abfoluer, and my frend profed, 1310 

To mangle me with that word, Banifhment / 

Fr: Thou fond mad man, heare me but fpeake a word* 

Rjom : O, thou wilt talke againe of Banifhment. 

Fr: He giue thee armour to beare off this word, 
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Aduerfities fweete milke, philofcphie. 

To comfort th^e though thou be bimifhed. 

’Rom: Yet Banifhed? hang vp philofophie, 

\nleffe philofophie can make a 

Difplant a Towne, reuerfe a Princes doome, 

It helpes not, it prenailes not, talke nc r^ore. 

Fr: O, now I fee that madmen haue no eares. 

Rom : How fliould they, when that wife men haue .10 
eyes. 

Fr: Let me difpute with thee of thy efiate. 

Rom : Thou canfl not fpeak of what thou dofl not feele. 
Wert thou as young as I, Juliet thy Loue, 

An houre but married, Tybalt ixiurdred. 

Doting like me, and like me banifhed, 

Then mightil thou fpeake, then mightil thou teare thy 
hayre. 

And fall vpon the ground as I doe now. 

Taking the meafure of an vnmade graue. 

Nurfe knockes. 

F^: Romeo arife, Hand vp thou wilt be taken, 

I heare one knocke, arife and get thee gone. 

Nu: Hoe Fryer, 

Fr: Gods will what wilfulnes is this? 

Shee knockes againe. 

Nur: Hoe Fryer open the doore, 

Fr: By and by I come. Who is there/ 

Nur: One from Lady Juliet, 

Fr : Then come neare. 

Nur: Oh holy Fryer, tell mee oh holy Fryer, 

Where is my Ladies LordPWher’s Romeo? 

Fr: There on the ground, with his owne teares made 
drunke. 

Nur: Oh he is euen in my Miflrefle cafe, 
lull in her cafe. Oh wofull fimpathy, 

Pitteous predicament, euen fo lyes fhee, 

Weeping and blubbring, blubbring and weeping: 

Stand vp, Hand vp, fland and you be a man. 

For Juliets fake, for her fake rife and fland. 

Why fhould you fall into fo deep an O, 

JJe rifes. 
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Nur: Ah fir, ah fir.Wel death’s the end of all. 

'Kom : Spakefl thou of Juliet y how is it with her ? 

Doth file not thinke me an olde murderer, 1355 

Now I haue llainde the childhood of her ioy, 

With bloud remou’d but little from her owne? 

Where is ftie? and how doth ftie/ And what fayes 
My conceal’d Lady to our canceld loue? 

Nur: Oh (he faith nothing, but weepes and pules, 1360 
And now fals on her bed, now on the ground. 

And Tybalt cryes, and then on Romeo calles. 

.* As if that name fliot from the deadly leuel of a gun 
Did murder her, as that names curfed hand 

Murderd her kinfman.Ah tell me holy Fryer 1365 

In what vile part of this Anatomy 

Doth my name lye /Tell me that I may facke 

The hatefull manfion / 

He offers to Jlab himfelfcy and Nurfe fnatches 
the dagger away, 

Nur: Ah? 

Fr: Hold, flay thy hand: art thou a man? thy forme 1370 
Cryes out thou art, but thy wilde adles denote 
The vnrefonable fur yes of a bead. 

Vnfeemely woman in a fccming man, 

Or ill befeeming bead in feeming both. 

Thou had amaz’d me.By my holy order, 1375 

I thought thy difpofition better temperd, 

Had thou flaine Tybalt? wilt thou flay thy felfe? 

And flay thy Lady too, that Hues in thee ? 

Roufe vp thy fpirits, thy Lady Juliet Hues, 

For whofe fweet fake thou wert but lately dead: 1380 

There art thou happy. Tybalt would kill thee. 

But thou flued Tybalt, there art thou happy too. 

A packe of bleffings lights vpon thy backe, 

Happines Courts thee in his bed array: 

But like a misbehaude and fullen wench 1385 

Thoufrownd vpon thy Fate that fmilles on thee. 

Take heede, take heede, for fuch dye miferable. 

Goe get thee to thy loue as was decreed : 

Afcend her Chamber Window, hence and comfort her, 
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But looke thou flay not till the^ ’atch be fet ; 

For then thou canfl not paffe to M.intua. 

Nurfe prouide all things in a readines^ 

Comfort thy MiflrefTe, halle the hbaie to bed, 

Which heauy forrow makes them ap' vnto. 

Nur: Good Lord what a thing leafiiing is, 

I could haue flayde heere ail this nigi.t 
To heare good counfell. Well Sir, 

He tell my Lady that you will come, 

Rom : Doe fo and bidde my fweet prepare to childe, 
Farwell good Nurfe. 

Nurfe offers to goe in and turnes againe. 

Nur: Heere is a Fung Sir, that fhe bad me giue you, 
Rom : How well my comfort is reuiud by this. 

Rxit Nurfe. 

Fr: Soiorne in Mantua^ He finde out your man. 

And he fhall hgnifie from time to time ; 

Euery good hap :hat doth befall thee heere. 

Farwell. 

Rom : But that a ioy, pafl ioy cryes out on me. 

It were a griefe fo breefe to part with thee. 

Enter olde Capolet and his wife, with 
County Paris. 

Cap: Thinges haue fallen out Sir fo vnluck^ly. 

That we haue had no time to moue my daughter. 

Looke yee Sir, flie lou’d her kinfman dearely. 

And fo did I. Well, we were borne to dye, 

Wife wher’s your daughter, is fhe in her chamber^ 

I thinke fhe meanes not to come downe to night. 

Par: Thefe times of woe affoord no time to wooe, 
Maddam farwell, commend me to your daughter. 

Paris offers to goe in, and Capolet 
calks him againe. 

Cap : Sir Parish He make a defperate tender of my cliild. 
I thinke fhe will be rulde in all refpedles by mee : 

But foft what day is this? 

Par: Munday my Lord. 

Cap : Oh then Wenfday is too foone, 
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On Thurfday let it be : you fliall be maried. 

Wee’le make no great a doe, a frend or two, or fo: 
for looke ye Sir, Tybalt being llaine fo lately. 

It will be thought we held him careleflye : 1425 

If we fhould reuell much, therefore we will haue 
Some halfe a dozen frends and make no more adoe. 

But what fay you to Thurfday. 

Par: My Lorde I wifhe that Thurfday were to mor- 
row. 143^ 

Cap : Wife goe you to your daughter, ere you goe to 
bed. 

Acquaint her with the County Paris loue. 

Fare well my Lord till Thurfday next. 

Wife gette you to your daughter. Light to my Chamber. 1435 
Afore me it is fo very very late. 

That we may call it earely by and by. 

Exeunt. 


Enter Romeo and luliet at the window. 

Jul: Wilt thou be gone? It is not yet nere day, 

It was the Nightingale and not the Larke 

That pierfl the fearfull hollow of thine eare: 1440 

Nightly file fings on yon Pomegranate tree, 

Beleeue me loue, it was the Nightingale, 

Rom : It was the Larke, the Herald of the Morne, 

And not the Nightingale. See Loue what enuious flrakes 
Doo lace the feuering clowdes in yonder Eaft. 1445 

Nights candles are burnt out, and iocond Day 
Stands tiptoes on the myflie mountaine tops. 

I mud be gone and liue, or flay and dye. 

yul: Yon light is not day light, I know it I : 

It is fome Meteor that the Sunne exhales, 1450 

To be this night to thee a Torch-bearer, 

And light thee on thy way to Mantua. 

Then flay awhile, thou fhalt not goe foone. 

Rom : Let me flay here, let me be tane, and dye : 

If thou wilt haue it fo, I am content. 1455 

He fay yon gray is not the Mornings Eye, 

It is the pale reflex of Cynthias brow. 

He fay it is the Nightingale that beates 
The vaultie heauen fo high aboue our heads, 
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And not the Larke the Meffenger of Morne. 1460 

Come death and welcome, luuet wils it fo. 

What fayes my Loue? lets talke, tis not yet day. 

J^ul: It is, it is, be gone, hence away. 

It is the Larke that fings fo out of tune. 

Straining harih Difcords and vnp^e^^mg Sharpes. 1465 

Some fay, the Larke makes fweete Diuifion : 

This doth not fo : for this diuideth vs. 

Some fay the Larke and loathed Toad change eyes, 

I would that now they had changd voyces tot : 

Since arme from arme her voyce doth vs affray, 1470 

Hunting thee hence with Huntfvp to the day. 

So now be gone, more light r id light it growes. 

Rom : More light and light, more darke and darke our 
woes. 

Farewell my Loue, one kiffe and He defcend. 147*, 

He goeth downe, 

y^ul: Art thou gone fo, my Lord, my Loue, my Frend ? 

I mufl heare from thee euerie day in the hower ; 

For in an hower there are manie minutes. 

Minutes are dayes, fo will I numberthem : 

Oh, by this count I fliall be much in yeares, 1480 

Ere I fee thee againe. 

Rom: Farewell, I will omit no opportiinitie 
That may conueigh my greetings loue to thee. 

lul : Oh, thinkfl thou we fliall euer meete againe. 

Rom: No doubt, no doubt, and all this woe fliall ferue 1485 
For fweete difcourfes in the time to come. 

J^ul: Oh God, I haue an ill diuining foule. 

Me thinkes I fee thee now thou art below 
Like one dead in the bottome of a Tombe: 

Either mine ey fight failcs, or thou lookfl pale. 1 490 

Rom : And trufl me Loue, in my eye fo doo you, 

Drie forrow drinkes our blood : adieu, adieu. Exit, 

Enter Nurfe hajtely, 

Nur: Madame beware, take heed the day is broke, 

Your Mother’s comming to your Chamber, make all fure. 

She goeth downe from the window. 
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Enter luliets Mother^ Nutfe, 

Moth: Where are you Daughter / 1495 

Nur: What Ladie, Lambe, what Juliet? 
lul: How now, who calls? 

Nur: It is your Mother. 

Moth : Why how now yuliet? 

lul: Madam, I am not well. 1500 

Moth : What euermore weeping for your Cofens death : 

I thinke thoult wafli him from his graue with teares. 

\ul\ I cannot chufe, hauing fo great a lolTe. 

Moth : I cannot blame thee. 

But it greeues thee more that Villaine Hues. 1505 

\ul\ What Villaine Madame/ 

Moth: ThdX YiWdlmQ Eomeo, 

lul : Villaine and he are manie miles a funder. 

Moth : Content thee Girle, if I could finde a man 
I foone would fend to Mantua where he is, 1510 

That fhould bellow on him fo fure a draught, 

As he fliould foone beare Tybalt companie. 

lul: Finde you the meanes, and He finde fuch a man; 

For whilell he Hues, my heart lhall nere be light 

Till I behold him, dead is my pooreheart. 1515 

Thus for a Kinfman vext? (newes? 

Moth: Well let that pafle. I come to bring thee ioyfull 
lul : And ioy comes well in fuch a needfull time. 

Moth: Well then, thou hall a carefull Father Girle, 

And one who pittying thy needfull llate, 1520 

Hath found thee out a happie day of ioy. 
lul : What day is that I pray you / 

Moth: Marry my Childe, 

The gallant, yong and youthfull Gentleman, 

The Countie Paris at Saint Peters Church, 1525 

Early next Thurfday morning muH prouide. 

To make you there a glad and ioyfull Bride. 

lul : Now by Saint Peters Church and Peterioo, 

He lhall not there make mee a ioyfull Bride. 

Are thefe the newes you had to tell me of? 1530 

Marrie here are newes indeed. Madame I will not marrie ^ 
yet. 

And when I doo, it lhalbe rather Romeo whom I hate, 

Than Countie Paris that I cannot loue. 
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Enter oldc Capolet, 

Moth\ Here comes your Father, you may tell him fo. 1535 
Capo\ Why hoH* now, eucrmore (howring? 

In one little bodie thou refembleiL a fea, a barke, a florme: 

For this thy bodie which I tearing 1 barke. 

Still floating in thy euerfolling tearesy 

And toR with fighes aiifing from th^ hart: 1540 

Will without fuccour fliipwracke prefently. 

But heare you Wife, what haue you founded her, what laies 
flie to it? 

Moth : I haue, but flie will none flie thankes ye : 

Would God that fhe were married to her graue. 1545 

Capo\ What will flie not, doth (he not thanke vs, doth 
(he not wexe proud / 

Iul\ Not proud ye haue, but thankfull that ye haue: 

Proud can I neuer be of that I hate. 

But thankfull euen for hate that is ment loue. 1550 

Capo : Proud and I thanke you, and I thanke you not. 

And yet not proud. Whats here, chop logicke. 

Proud me no prouds, nor thanke me no thankes. 

But fettle your fine ioynts on Thurfday next 
To goe with Paris to Saint/V/Vr^Church, 1555 

Or I will drag you on a hurdle thethcr. 

Out you greene ficknes baggage, out you tallow face. 

\u: Good father heare me fpeake? 

She kneelcs downe. 

Cap : I tell thee what, eyther refolue on thurfday next 
To goe with Paris to Saint /V/^r^'Church : 

Or henceforth neuer looke me in the face. 

Speake not, reply not, for my fingers ytch. 

Why wife, we thought that we were fcarcely blefl 
That God had fent vs but this onely chyld : 

But now I fee this one is one too much, 

And that we haue a croffe in hauing her. 

Nur\ Mary God in heauen blefle her my Lord, 

You are too blame to rate her fo. 

Cap. And why my Lady wifedome? hold your tung. 

Good prudence fmatter with your goflips, goe. 

Nur : Why my Lord I fpeake no treafon. 

Cap: Oh goddegodden. 
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Vtter your grauity ouer a goflips boule, 

For heere wee need it not. 

Mo: My lord ye are too hotte. 

Cap: Gods blefled mother wife it mads me, 

Day, night, early, late, at home, abroad, 

Alone, in company, waking or fleeping. 

Still my care hath beene to fee her matcht, 

And hauing now found out a Gentleman, 

Of Princely parentage, youthfull, and nobly trainde. 

Stuft as they fay with honorable parts, 

Proportioned as ones heart coulde wifli a man: 

And then to haue a wretched whyning foole, 

A puling manimet in her fortunes tender. 

To fay I cannot loue, I am too young, I pray you pardon 
mee? 

But if you cannot wedde He pardon you. 

Graze where you will, you fliall not houfe with me. 

Looke to it, thinke ont, I doe not vfc to iefl. 

I tell yce what, Thurfday is neere. 

Lay hand on heart, aduife, bethinke your felfe, 

If you be mine. He giue you to my frend : 

If not, hang, drewne, flarue, beg, 

Dye in the flreetes ; for by my Soule 
He neuer more acknowledge thee. 

Nor what I haue fhall eucr doe thee good, 

Thinke ont, looke toot, I doe not vfe to iefl. Exit 
Ini : Is there no pilty hanging in the cloudes, 

That lookes into the bottom of my woes? 

I doe befeech you Madame, call me not away, 

Defer this mariage for a day or two. 

Or if you cannot, make my mariage bed 
In that dimme monument where Tybalt lyes. 

Moth \ Nay be affured I will not fpeake a word. 

Do what thou wilt for I haue done with thee. Exit 

lull Ah Nurfe what comfort? what counfell canfl thou 
giue me. 

N«r: Now trufl me Madame, I know not what to fay: 
Your Romeo he is banilht, and all the world to nothing 
He neuer dares returne to challendge you. 

Now I thinke goode you marry with this County, 

Oh he is a gallant Gentleman, Borneo is but a difhclout 
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In refpedl of hinfi. I promifj you 

I thinke you happy in this fecond match. 1615 

As for your husband he is dead : 

Or t\vere as good he were, for y^u haue no vfe of him. 
lul\ Speakil thou this from thy heart? 

Nwr; I and from my foule, or eJ*:; beflirew them both, 

lull Amen. 1620 

't^urx What fay you Madame? 

lul : Well, thou hail comforted me wondrous mu^'h, 

I pray thee goe thy waies vnto iny mother 
Tellher I am gone hailing difpleafdfc my Father. 

To Fryer Laurence Cell to confeffe me, 162 

And to be abfolu’d. 

l^ur: I will, and this is wifely done. 

S/ie lookes after "Suffe. 


lul : Auncient damnation, O mofl curfed fiend. 

Is it more fmne to wifii me thus forfworne. 

Or to difpraife him with the felfe fame tongue 1630 

That thou halt praifde him with aboue compare 
So manythoufand times /Goe Counfellor, 

Thou and my bofom henceforth flialbe twaine. 

He to the Fryer to knowh is remedy. 

If all faile els, I haue the power to dye. 1635 

Exit. 


Efiter Fryer and Paris. 

Fr: On Thurfday fay ye: the time is very (hort, 

Par\ My Father Capolet will haue it fo. 

And I am nothing flacke to flow his hafl. 

Fr\ You fay you doe not know the Ladies minde? 

Vneuen is the courfe, I like it not. 1640 

Par : Immoderately (he weepes for Tybalts death, 

And therefore haue I little talkt of loue. 

For Venus fmiles not in a houfe of teares. 

Now Sir, her father thinkes it daungerous : 

That (he doth giue her forrow fo much fway. 1045 

And in his wifedome halls our mariage, 

To flop the inundation of her teares. 

Which too much minded by her felfe alone 
May be put from her by focietie. 
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Now doe ye know the reafon of this hail. 1650 

Fr: I would I knew not why it Ihould be flowd. 

Enter Paris. 

Heere comes the Lady to my cell, 

Par: Welcome my loue, my Lady and my wife: 
lui That may be fir, when I may be a wife, 

Par: That may be, mufl be loue, on thurfday next. 1655 
lu : What mufl be fhalbe. 

Fr: Thats a certaine text. 

Par: What come ye to confeflion to this Fryer. 

\u: To tell you that were to confefle to you. 

Par: Do not deny to him that you loue me. 1660 

\ul: I will confeffe to you that I loue him. 

Par: So I am fure you will that you loue me. 

\u: And if I doe, it wilbe of more price. 

Being fpoke behinde your backe, than to your face. 

Par: Poore foule thy face is much abuf *d with teares. 1665 
\u: The teares haue got fmall vi6lory by that, 

For it was bad enough before their fpite. 

Par: Thouwrongfl it more than teares by that report. 
lu : That is no wrong fir, that is a truth : 

And whac I fpake I fpake it to my face. 1670 

Par: Thy face is mine and thou hafl llaundred it. 
lu : It may be fo, for it is not mine owne. 

Are you at leafure holy Father now : 

Orfhall I come to you at euening Mafle ? 

Fr: My leafure ferues me penfiue daughter now. 1O75 

My Lord we mufl entreate the time alone. 

Par: God fheild I fhould diflurbe deuotion, 
luliet farwell, and keep this holy kiffe. 

'Kxit Paris. 

lu : Goe (hut the doore and when thou hafl done fo, 

Come weepe with me that am pafl cure, pafl help, t68o 

Fr: Ah luliet I already know thy griefe, 

Iheare thou mufl and nothing may proroge it. 

On Thurfday next be married to the Countie. 

lul: Tell me not Frier that thou heard of it, 

VnlefTe thou tell me how we may preuent it. t68s 

Giue me fome fudden counfell : els behold 
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iVixt my extrer.mes and this bloodie Knife 
Shall play the Vmpeere, arbitrating that 
Which the Commifsiou of thy yeares and arte 
Could to no iffue of true honour bring. 1694^ 

Speake not, be briefe : for I defire to die, 

If what thou fpeakfl, fpeake not jf *emedie. 

Fr\ Stay Juliet, I doo fpie a kinde of hope. 

Which craues as defperate an execution, 

As that is defperate we wouM preuent. 1695 

If rather than to marrio Countie Paris 

Thou haft the ftrength or will to Hay thy felfe, 

Tis not vnlike that thou wilt vndertake 
A thing like death to chyde away this fliame, 

That coapft with death it felfe to dye from blame. 1700 

And if thou dooft, He giue thee remedie. 

yul : Oh bid me leape (rather than marrie Paris') 

From off the battlements of yonder tower : 

Or chaine me to fome fteepie mountaines top, 

Where roari.*g Beares and fauage Lions are: 1705 

Or ftiut me nightly in a Charnell-houfe, 

With reekie fhankes, and yeolow chaples fculls: 

Or lay me in tombe with one new dead : 

Things that to heare them namde haue made me tremble ; 

And I will doo it without feare or doubt, 1710 

To keep my felfe a faithfull vnftaind Wife 
To my deere Lord, my deereft Romeo. 

Fr\ Hold Juliet^ hie thee home, get thee to bed, 

Let not thy Nurfe lye with thee in thy Chamber: 

And when thou art alone, take thou this Violl, 1715 

And this diftilled Liquor drinke thou off : 

When prefently through all thy veynes lhall run 

A dull and heauie Humber, which fhall feaze 

Each vitall fpirit : for no Pulfe fhall keepe 

His naturall progrelTe, but furceafe to beate : 1720 

No figne of breath fhall teftifie thou liuft. 

And in this borrowed likenes of fhrunke death. 

Thou (halt remaine full two and fortie houres, 

And when thou art laid in thy Kindreds Vault, 

He fend in haft to Mantua to thy Lord, 1725 

And he fhall come and take thee from thy graue. 
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lul: Frier I goe, be fure thou fend for my deare Romeo. 

Exeunt. 



Enter olde Capolet, his Wife, Nurfe, and 
Seruingman. 

Cqpoi Where are you firra/ 

Ser: Heere forfooth. 

Capo\ Goe, prouide me twentie cunning Cookes. 1730 

Sen I warrant you Sir, let me alone for that, He knowe 
them by licking their lingers. 

Capo: How canfl thou know them fo/ 

Sen Ah Sir, tis an ill Cooke cannot licke his owne fin- 
gers. 1735 

Capo: Well get you gone. 

Exit Seruingman. 

But wheres this Head-llrong? 

Moth : Shees gone (my Lord) to Frier Laurence Cell 
To be confell. 

Capo: Ah, he may hap to doo fome good of her, 1740 
A headllrong felfewild harlotrie it is. 

Enter Juliet, 

Moth: See here Ihe commeth from Confefsion, 

Capo : How now my Head-llrong, where haue you bin 
gadding/ 

lul : Where I haue learned to repent the fin 1745 

Of froward wilfull oppofition 
Gainll you and your behells, and am enioynd 
By holy Laurence to fall prollrate here. 

And craue remifsion of fo foule a fa6t. 

She kneeles downe. 

Moth: Why thats well faid. 1750 

Capo: Now before God this holy reuerent Frier 
All our whole Citie is much bound vnto, 

Goe tell the Countie prefently of this. 

For I will haue this knot knit vp to morrow. 

J^ul: Nurfe, will you go with me to my Clofet, 1755 

To fort fuch things as lhall be requifite 
Againll to morrow. 
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Moth . I pree "-hee doo, gopd Nurfe goe in with her, 

Helpe her to fort Tyres, Rebatoos, Chaines, 

And I will come vnto you prefently, 1760 

Nur: Come fweet hart, (hall we goet 
lull I pree thee let vs. 

Exeunt. Nurfe and Juliet 

Moth: Me thinks on Thurfday would be time enough. 

Capo : I fay I will haue this difpatcht to morrow, 

Goe one and certefie the Count thereof. 1765 

Moth : I pray my Lord, let it be Thurfday. 

Capo : I fay to morrow while fhees in the mood. 

Moth: We diall be fliort in our prouifion. 

Capo : Let me alone for that, goe get you in. 

Now before God my heart is pafsing light, 1770 

To fee her thus conformed to our will. Exeunt 


Enter Nurfe ^ Juliet. 

Nur: Come, come, what need you anie thing elfe/ 

Jul: Nothing good Nurfe, but leaue me to my felfe: 

For I doo meane to lye alone to night. 

Nur: Well theres a cleane fmocke vnder your pillow, 1775 
and fo good night. Exit 

Enter Mother. 

Moth : What are you bufie, doo you need my helpe t 
Jul: No Madame, I defire to lye alone. 

For I haue manie things to thinke vpon. 

Moth: Well then good night, be llirring Juliet^ 1780 

The Countie will be earlie here to morrow. Exit 

Jul: Farewell, God knowes when wee (hall meete a- 
gaine. 

Ah, I doo take a fearfull thing in hand. 

What if this Potion fliould not worke at all, x 785 

Mull I of force be married to the Countie/ 

This ihall forbid it. Knife, lye thou there. 

What if the Frier Ihould giue me this drinke 
To poyfon mee, forfeare I fliould difclofe 

Our former marriage? Ah, I wrong him much, 1790 

He is a holy and religious Man ; 

I will not entertaine fo bad a thought. 

What if I fliould be flifled in the Toomb t 
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Awake an houre before the appointed time: 

Ah then I feare I fhall be lunaticke, 1795 

And playing with my dead forefathers bones, 

Dafh out my franticke braines. Me thinkes I fee 
My Cofin Tybalt weltring in his bloud, 

Seeking for Romeo : flay Tybalt flay, 

Romeo I come, this doe I drinke to thee. 1800 

She fals vpon her bed within the Curtaines, 



Enter Nurfe with hearbs, Mother. 

Moth : Thats well faid Nurfe, fet all in redines. 

The Countie will be heere immediatly. 

Efiter Olde?nan. 

Cap : Make hafl, make hafl, for it is almofl day, 

The Curfewe bell hath rung, t*is foure a clocke, 

Looke to your bakt meates good Angelica. 1805 

Nur: Goe get you to bed you cotqueane . I faith you 
will be ficke anone. 

Cap : I warrant thee Nurfe I haue ere now watcht all 
night, and haue taken no harme at all. 

Moth: I you haue beene a moufehunt in your time. 1810 

Efiter Seruingman with Logs bf* Coales, 

Cap ; A lelous hood, a leloushood : How now firia? 

What haue you there? 

Ser: Forfooth Logs. 

Cap : Goe, goe choofe dryer . Will will tell thee where 
thou fhalt fetch them. 1815 

Ser: Nay I warrant let me alone, I haue a heade I troe to 
choofe a Log. 

Exit. 

Cap: Well goe thy way, thou fhalt be logger head. 

Come, come, make hafl call vp your daughter. 

The Countie will be heere with muficke flraight. 1820 

Gods me hees come, Nurfe call vp my daughter. 

Nur: Goe, get you gone. What lambe, what Lady 
birde/ fafl I warrant. What l2///V/?well, let the County take 
you in your bed : yee fleepe for a weeke now, but the next 
night, the Countie Paris hath fet vp his refl that you fhal refl 1825 
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bu^ iTttle . What lambe I fay dill : what Lady, Loue, 
whatbride,what Iw//W?Gods me how found die deeps i'Nay 
then I fee I mud wake >ou in^^ecd.Whats heere, laide on 
your bed, dred in your cloathes and down, ah me, alack the 
day,fome Aqua vitae hoe. 1830 

Efiier Mothen 

Moth: How now whats the matter? 

Nur: Alack the day, Ihees dead, diees dead, (hees dead. 

Moth: Accurd, vnhappy, miferable time. 

Enter Oldeman, 

Cap: Come, come, make had, wheres my daughter? 

Moth: Ah diees dead, diees dead. 1835 

Cap : Stay, let me fee, all pale and wan, 

Accurfed time,vnfortunate olde man. 

Enter Fryer and Paris. 

Par: What is the bride ready to goe to Church? 

Cap : Ready to goe, but neuer to returne. 

O Sonne the night before thy wedding day, 1840 

Hath Death laiiie with thy bride, dower as die is, 

Dedowerd by him, fee, where die lyes, 

Death is my Sonne in Law, to him I giue all that I haue. 

Par: Haue I thoughtl ong to fee this mornings face, 

And doth it now prefeiit fuch prodegies? 1845 

Accurd, vnhappy, miferable man, 

Forlorne, forfaken, deditute I am : 

Borne to the world to be a daue in it. 

Didred, remediles, and vnfortunate. 

O heauens, O nature, wherefore did you make me, 1850 

To line fo vile, fo wretched as I (hall. 

Cap : O heere die lies that was our hope, our ioy. 

And being dead, dead forrow nips vs all. 

All at once cry out and wring their hands. 

All cry: And all our ioy, and all our hope is dead. 

Dead, lod, vndone, abfented, wholy fled. 1855 

Cap: Cruel, vniud, impartiall dedinies, 

Why to this day haue you preferu'd my life? 
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To fee my hope, my flay, my ioy, my life, 

Depriu 4 e offence, of life, of all by death, 

Cruell, vniufl, impartiall deflinies. it86o 

Cap: O fad fac*d forrow map of mifery. 

Why this fad time haue I defird to fee. 

This day, this vniufl, this impartiall day 
Wherein I hop’d to fee my comfort full. 

To be depriude by fuddaine deflinie. 1865 

Moth: O woe, alacke, diflrefl, why fhould I liue? 

To fee this day, this miferable day. 

Alacke the time that euer I was borne. 

To be partaker of this deflinie, 

Alacke the day, alacke and welladay. 1870 

Fr: O peace for fliame, if not for charity. 

Your daughter liues in peace and happines. 

And it is vaine to wifh it otherwife. 

Come flicke your Rofemary in this dead coarfe. 

And as the cuflome of our Country is, 1875 

In all her befl and fumptuous ornaments, 

Conuay her where her Anceflors lie tomb’d, 

Cap : Let it be fo, come wofull forrow mates. 

Let vs together tafle this bitter fate. 

They all but the Nurfe goe foorth^ cajling RofemaTj on 
her and Jhuttwg the Curtens. 

Enter Mufitions. 

Nur: Put vp, put vp, this is a wofull cafe. Exit. 1880 

I . Iby my troth Miftreffe is it, it had need be mended. 

Enter Seruingman. 

Ser: Alack alack what fhal I doe, come Fidlers play me 
fome mery dumpe. 

I . A fir, this is no time to play. 

Ser: You will not then? 1885 

1. No marry will wee. 

Ser: Then will I giue it you, and foundly to. 

I. What will you giue vs? 

Ser: The fidler,Ile re you. He fa you. He fol you. 

1. If you re vs and fa vs, we will note you. 1890 

Ser: I will put vp my Iron dagger, and beate you with 
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my wodden wit, Come on Si^rion found Pot, lie pofe you, 

I Lets heare. 

Ser: When griping griefe the heart doth wound. 

And dol pfull dumpn the minde oppreffe: 1895 

Then mufique with her hirer found, 

Why bluer found ? Why bluer found 

1. I thinke becaufe mubcke hath a Iweet found. 

Ser: Pretie, what fay you Mathew minikine? 

2. I thinke becaufe Muf tions found for bluer. 1900 

Ser: Prettie too: come, what fay you? 

3. I fay nothing. 

Ser: I thinke fo, He fpeake for you becaufe you are the 
Singer. I faye Siluer found, becaufe fuch Fellowes as you 
haue bldome Golde for founding. Farewell Fidlers, fare- 1905 
well. Exit 

I. Farewell and be hangd : come lets goe. Exeunt 


Enter Romeo. 

Rom : If I may trufl the flattering Eye of Sleepe, 

?Iy Dreame prefagde fome good euent to come. 

My bofome Lord fits chearfull in his throne, 1910 

And I am comforted with pleabng dreames. 

Me thought I was this night alreadie dead: 

(Strange dreames that giue a dead man leaue to thinke) 

And that my Ladie Juliet came to me. 

And breathd fuch life with kiffes in my lips, 1915 

That I reuiude and was an Emperour. 

Enter Balthafar his man booted. 

Newes from Verona. How now Balthafar ^ 

How doth my Ladie? Is my Father well ? 

How fares my Juliet I that I aske againe: 

If flie be well, then nothing can be ill. 1920 

Balt: Then nothing can be ill, for Ihe is well, 

Her bodie fleepes in Cajels Monument, 

And her immortall parts with Angels dwell. 

Pardon me Sir, that am the Meflenger of fuch bad tidings. 

Rom: Is it euen fo? then I debe my Starres. 1925 
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Goe get me incke and paper, hyre pod horfe, 

I will not day in Mantua to night. 

Balt: Pardon me Sir, I will not leaue you thus, 
Your lookes are dangerous and full of feare : 

I dare not, nor I will not leaue you yet. 

Rom: Doo as I bid thee, get me incke and paper, 
And hyre thofe horfe : day not I fay. 

Exit Balthafar, 

Well Juliet^ I will lye with thee to night, 

Lets fee for meanes. As I doo remember 
Here dwells a Pothecarie whom oft I noted 
As I pad by, whofe needie (hop is dufft 
With beggerly accounts of emptie boxes : 

And in the fame an Aligartd)cidx\g% 

Olde endes of packthred, and cakes of Rofes, 

Are thinly drewed to make vp a (how. 

Him as I noted, thus with my felfe I thought : 

And if a man fliould need a poyfon now, 

(Whofe prefent fale is death in Mantua) 

Here he might buy it. This thought of mine 
Did but forcrunne my need : andhere about he dwels. 
Being Holiday the Beggers diop is fliut. 

What ho Apothccarie, come forth I fay. 

Enter Apothecarie. 

Apo: Who calls, what would you fir? 

Rom : Heercs twentic duckates, 

Giue me a dram of fome fuch fpceding geere, 

As will difpatch the wearie takers life, 

Asfuddenly as powder being herd 
From forth a Cannons mouth. 

Apo\ Such drugs I haue I mud of force confefle. 
But yet the law is death to thofe that fell them. 

Rom : Art thou fo bare and full of pouertie. 

And dood thou feare to violate the Law ? 

The Law is not thy frend, nor the Lawes frend. 

And therefore make no confcience of the law : 

Vpon thy backe hangs ragged Miferie, 
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And flamed Fauiine dwelleti 'n thy cheekes. 

Apo\ pouertie but riot my will conferits. 

Rom\ I pay thv pouertie, but n^^t thy will. 

Apo : Hold taku you this, and put it in anie liquid thing 
you will, and it will ferue had you the Hues of twenty men. 1965 
Rom: Hold, take this gold,*worr-; poyfon to mens foules 
Than this which thou haft giuen me Goe hye thee hence, 

Goe buy the cloathes, and get thee into flefli. 

Come cordiall and not poyfun, goe with mee 

To Juliets Graue: for tnere mufl I vfe thee. Exeunt 1970 








Enter Frier John, 

yohn: What Frier Laurence ^ Brother, ho/ 

Laur: This fame fliould be the voyce of Frier \ohn 
W’hathewes from Mantua^ what will Romeo come? 

\ohn: Going to feeke a barefoote Brother out. 

One of our or "er to affociate mee, 1975 

Here in this Cittie vifiting the fick. 

Whereas the infedlious peflilence remaind : 

And being by the Searchers of the Towne 
Found and examinde, we were both fhut vp. 

Laur: Who bare my letters then to Romeo t 1980 

\ohn: I haue them dill, and here they are. 

Laur: Now by my holy Order, 

The letters were not nice, but of great weight. 

Goe get thee hence, and get me prefently 
A fpade and mattocke. 1985 

John: Well I will prefently go fetch thee them. Exit 
Laur: Now mud I to the Monument alone, 

Lead that the Ladie diould before I come. 

Be wakde from fleepe. I will hye 

To free her from that Tombe of miferie. Exit 1990 



Enter Countie Paris and his Page with flowers 
and fweete water. 

Par: Put out the torch, and lye thee all along 
Vnder this Ew-tree, keeping thine eare clofe to the hollow 
ground. 
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And if thou heare one tread within this Churchyard, 
Staight giue me notice. 

Boy: I will my Lord. 

Baris Jlrewes the Tomb with flowers. 

Par: Sweete Flower, with flowers I ilrew thy Bridale 
bed ; 

Sweete Tombe that in thy circuite doll containe. 

The perfedt modell of eternitie: 

Faire Juliet that with Angells dofl remaine, 

Accept this lateft, fauour at my hands. 

That lining honourd thee, and being dead 
With funerall praifes doo adorne thy Tombe. 

Boy whiflles and calls. My Lord. 

Enter Romeo and Balthafar^ with a torch^ a 
a mattocke^ andacrow of yron. 

Pan The boy giues warning,fomething doth approach. 
What curfed foote wanders this was to night, 

To flay my obfequies and true loues rites ? 

What with a torch, muffle me night a while. 

Rom : Giue mee this mattocke , and this wrentching I- 
ron. 

And take thefe letters, early in the morning, 

See thou deliuer them to my Lord and Father. 

So get thee gone and trouble me no more. 

Why I defcend into this bed of death. 

Is partly to behold my Ladies face. 

But chiefly to take from her dead finger, 

A precious ring which I mufl vfe 
In deare imployment . but if thou wilt flay. 

Further to prie in what I vndertake. 

By heauen He teare thee ioynt by ioynt. 

And flrewe thys hungry churchyard with thy lims. 

The time and my intents are fauage, wilde. 

Balt : Well, He be gone and not trouble you. 

Rom : So flialt thou win my fauour, take thou this. 
Commend me to my Father, farwell good fellow. 

Balt : Yet for all this will I not part from hence. 
'Borneo opens the tombe. 

: Thou deteflable maw, thou womb of death, 
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Gorde with the dearefl moifell of the earth. 

Thus I enforce thy rotten iawt . to ope. 

Par: This is that 1 nnimt haughtie Mountugue^ 

That murderd my loues cofen, T. will apprehend him, 

Stop thy vnhallowed toyle vile Mouniague^ 

. Can vengeance oe purfued furthe** then death ? 

I doe attach thee as a feliouheere, 

The Law condemnes thee, therefore thou mufl dy<* 

^om : I mull indeed, and therefore came I hither, 

Good youth be gone, tempt not a defperate rr.an. 

Heape not another finne vpon my head 
By flieding of thy blond, I doe proteft 
I loue thee better then I loue *ny felfe : 

For I come hyther armde againfl my felfe, 

Par\ I doe defie thy coniurations : 

And doe attach thee as a fellon heere. 

^omx What doil thou tempt me, then haue at thee boy. 

Theyfight 

Boy\ 0 Lord they fight, I will goe call the watcL 
Parx Ah I am flaine, if thou be mercifull 
Open the tombe, lay me with luUeL 

^ouix Yfaith I will, let me pcrufe this facdj 
Mercutm kinfman, noble County Paris 1 2050 

What faid my man, when my betolfed foule 
Did not regard him as we pa/l a long, 

Did he not fay Paris fliould haue maried 
Miet ? eyther he faid fo, or I dreamd it fo. 

But I will fatisfie thy lafl requcft, 2051; 

For thou hail prizd thy loue aboue thy life. 

Death lye thou there, by a dead man interd, 

How oft haue many at the houre of death 
Beene blith and pleafant ? which their keepers call 
A lightning before death But how may I 2060 

Call this a lightning. Ah deare luliet, 

How well thy beauty doth become this graue ? 

0 I beleeue that vnfubdanciall death, 

Is amorous, and doth court my loue. 

Therefore will I, 0 heere, 0 euer heere, 2065 

2032. him,] him. S.M.C. 2033. Mountague,] Mountague. S,M.C. 

2035. heere,] heere. S, M. C. 2054. fo,] fo. S, M. C. 

2056. life,] life. .S'. M. C. 2064. loue,] loue. S,M,C 
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Set vp my euerlafting reft 

With wormes, that are thy chambermayde. 

Come defperate Pilot now at once runne on 
The dailiing rockes thy fea-ficke weary barge, 

Hcers to my loue. O true Apothecary : 2070 

Thy drugs are fwift : thus with a kiffe I dye, Falls. 



Enter Fryer with a Lanthorne. 

How oft to night haue thefe my aged feete 
Stumbled at graues as I did paffe along. 

Whofe there? 

Afan. A frend and one that knowes you well. 20715 

E'r: Who is it that conforts fo late the dead, 

What light is yon? if I be not deceiued, 

Me thinkes it burnes in Capets monument/ 

Man It doth fo holy Sir, and there is one 
That loues you dcarely. 2080 

Fr. Who is it? 

Alan : Romeo. 

Vr: How long hath he beene there? 

Manx Full halfe an houre and more, 

Fr; Goe with me thether. 2085 

Man: I dare not fir, he knowes not I am heere: 

On paine of death he chargde me to be gone. 

And not for to diRurbe him in his enterprize. 

Yr: Then muR I goe: my minde prcfageth ill. 


Yryer Jloops a 7 id lookes on the blood and weapons. 


What blond is this that Raines the entrance 2090 

Of this marble Rony monument? 

Wliat mcanes thefe maiRerles and goory weapons? ' 

Ah me I doubt, whofe heere? what Yofueo dead? 

Who and Paris too? what vnluckie houre 

Is acceffary to fo foule a finne? 2095 

luliet rifes. 


The Lady Rurres. 


2067. chambermayde] chambermayds 5 . AI. C. 
2069. barge,] barge. S. AI. C. 

2080. dearely] dearly S. AI. C. 



of Romeo and IuL':L 


361 


Ah comfortable Fryer, 

I doe remember well where i ftiould be, 

And what we talkt of; but y^t I cr^nnot fee 
Him fo»* whofe faVe I vndertool e this hazard. 2100 

Fri I.ndy come foorth, I heart- forae noife at hand, 

We fliall be taken, Paris he is ilai’-e 
And Romeo dead : and :f we heere be tane 
\Ve fliall be thought to be vs acceffarie, 

I will prouide for you in fonie clofe Nunery. 2105 

Ini : Ah leaue me, leaue me, I will not irom hence. 

Pr: I heare fome noife, I dare not flay, com^, come, 
hd : Goe get thee gone. 

Whats hecre a cup clofde in my louers hands? 

Ah ch irle drinke ah, and leaue no drop for me. 2:10 


Enter watch. 

Watch : This way, this way. 

lul: I, noife? then mud I be refolute, 

O hai)py dagger thou flialt end my feare. 

Red in my befome, thus 1 come to thee. 

She Jlabs herfelfe and falles. 


Enter watch. 

Cap: Come looke about, what weapons haue we heere/ 2115 
See frends where hiliet two daics buried. 

New bleeding wounded, fearch and fee who^s neare, 

Attach and bring them to vs prefently. 

Enter one with the Yryer. 

I. Captaine heers a Fryer with tooles about him, 

Fitte to ope a tombe. 2120 

Capi A great fufpition, keep him fafe. 

Enter one with Roniets man. 

I. Heeres Romeos Man. 

Capt : Keepe him to be examinde. 


2097. .S', and M. insert Jut : from the catchword of the previous page. 

2097. Fryer,] Fryer. S. M. C. 

2104, accelTaric,] acceffarie. S. M, C. 

2107 come, come,] come, come S. M. come, come. C. 

2112. refolute,] refolute. S. M. C. 2121. Romeos S. 
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Enter Prince with others. 

Prin : What early mifchiefe calls vs vp fo foone. 

Capt : O noble Prince, fee here 2125 

Where yuliet that hath lyen intoombd two dayes, 

Warme and frefh bleeding, Romeo and Countie Paris 
Likewife newly flaine. 

Prin : Search feeke about to finde the murderers. 

Enter olde Capolet and his Wife. 

Capo: What rumor^s this that is fo early vp? 2130 

Moth : The people in the flreetes crie Romeo y 
And fome on Juliet : as if they alone 
Had been the caufe of fuch a mutinie. 

Capo: See Wife, this dagger hath miflooke: 

For (loe) the backe is emptie of yong Mountague, 2135 

And it is flieathed in our Daughters breafl. 

Enter olde Montague. 

Prin : Come Mountague^ for thou art early vp. 

To fee thy Sonne and Heire more early downe. 

Mount : Dread Souereigne, my Wife is dead to night. 

And yong Benuolio is deceafed too : 214^ 

What further mifchiefe can there yet be found? 

Prin : Firil come and fee, then fpeake. 

Mount : O thou vntaught, what manners is in this 
To prelfe before thy Father to a graue. 

Pri?i: Come feale your mouthes of outrage for a while, 2145 
And let vs feeke to finde the Authors out 
Of fuch a hainous and feld feene mifchaunce. 

Bring forth the parties in fufpition. 

Fr: I am the greateil able to doo leafl. 

Mofl worthie Prince, heare me but fpeake the truth. 2150 

And lie informe you how thefe things fell out. 
yuliet here flaine was married to that Romeo y 
Without her Fathers or her Mothers grant : 

The Nurfe was priuie to the marriage. 

The balefull day of this vnhappie marriage, 2155 

Was Tybalts doomefday ; for which Borneo 
Was baniflied from hence to Mantua, 

He gone, her Father fought by foule conflraint 
To marrie her to Paris: But her Soule 


2148. fufpition] fufpicion S. M. 
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(Loathing a fe<'ond Contradl) did refufe 2160 

To giue confent ; and theri^ore did (he vrge me 
Either to finde a meaii^s (he might auoyd 
What fo her Father fought to force her too ; 

Orels all defperately (he threatned 

Euen in my prefence to difpatch h«r felfe. 2165 

Then did I giue her, (ti’tord by mine arte) 

A potion that (hould make her fehme as dead : 

And told her that I would with all pod fpeed 
Send hence to Mantua for her 'SiomeOi 

That he might come and take her from the Toombe. 2170 

But he that had my Letters (Frier yohn) 

Seeking a Brother to alTock .e him, 

Whereas the ficke infection remaind, 

W^as dayed by the Searchers of the Towne, 

But 'Ko 7 neo vnderdanding by hi^ man, 2175 

That Juliet was deceafde, returnde in pod 
Vnto Verona for to fee his loue. 

What after " appened touching Paris death, 

Or ^meos is to me vnknowne at all. 

But when I came to take the Lady hence, 2180 

I found them dead, and (he awakt from deep: 

Whom faine I would haue taken from the tombe. 

Which (lie refufed feeing 'Rjomeo dead. 

Anone I heard the watch and then I fled, 

What afterhappened I am ignorant of. 2185 

And if in this ought haue mifcaried. 

By me, or by my meane s let my old life 
Be facrified fome houre before his time. 

To the mod dricked rigor of the Law. 

Pry \ We dill haue knowne thee for a holy man, 2190 
Wheres Romeos man, what can he fay in this ? 

Balth\ I brought my maider word that (hee was dead, 

And then he poaded draight from Mantua^ 

Vnto this Toombe. Thefe Letters he deliuered me. 

Charging me early giue them to his Father. 2195 

Prin : Lets fee the Letters, I will read them ouer. 

Where is the Counties Boy that calld the Watch/ 

Boy : I brought my Mader vnto yuliets graue, 

But one approaching, draight I calld my Mader. 

At lad they fought, I ran to call the VVatch. 2200 

2188. facrified] facrified S, M, C* 


2187. old] olde S. M, 
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And this is all that I can fay or know. 

Prim Thefe letters doe make good the Fryers wordos, 

Come Capolety and come olde Mountagewe. 

Where aie thefe enemies? fee what hate hath done, 

Cap: Come brother Mountague giue me thy hand, 2205 
There is my daughters dowry : for now no more 
Can I beftowe on her, thats all I haue. 

Moun : But I will giue them more, I will ere6l 
Her flatue of pure golde : 

That while Verona by that name is knowne. 2210 

There fhall no flatue of fuch price be fet. 

As that of Romeos loued Juliet 

Cap: As rich fhall Borneo by his Lady lie, 

Poore Sacrifices to our Enmitie. 

Prim A gloomie peace this day doth with it bring. 2215 
Come, let vs hence, 

To haue more talke of thefe fad things. 

Some fhall be pardoned and fome punifhed : 

For nere was heard a Storie of more woe, 

Than this of Juliet and her ^meo. 2220 


FJNJS. 


2202. doe] doo S, M. 

[Prof. Mommsen’s Reprint of the Second Quarto, the lines of which are numbered 
on the same principle as the above, shows that the Second Quarto exceeds the First 
by seven hundred and seventy three lines. £d.] 
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That runaway' s eyes may wink, and Romeo — III, ii, 6, p. i66. 

Warburton (1747)* Macbeth (III, ii, 46) invokes night much in the same 
strain : « Come, seeling night, Scarf up the tender eye of pitiful day^ &c. So Juliet 
would have night’s darkness obscure the great eye of the day — the stm — ^whom con- 
sidering as Phoebus drawn in his car with fiery footed steeds, she very properly calls, 
with regard to the SAriftness of his course, the runaway. In like manner Sh. speaks 
of the night in the Mer. of Ven. (II, vi, 47) : ‘ For the close ni^ht doth play the 
run-away.* [Theobald^ Johnson, 

Johnson (1765). I am not satisfied with this emendation, yet have nothing better 
to propose. 

Heath {^Revisal of Sh's Texti 1765, p. 512). By the run-away Warburton un- 
derstands the sun himself. But besides that the sun had been already sufficiently 
invoked, and is absent as soon as night comes ; besides that the runaway is at any 
time a very strange and quaint appellation for the sun, it is singularly improper in 
this passage. Juliet had just before complained of the sun’s tedious slowness in 
finishing his course, and therefore it is very unlikely she should in the same breath 
call him a run-away, I think it not improbable that the poet wrote ‘ That Rumour* s 
eyes may wink,’ &c. 

Steevens (1773). Yet Sh., who has introduced this personage (Rumour) by way 
of Prologue-speaker to one of his historical plays, has only described her as painted 
full of tongues, 

Steevens (1778). The construction of this passage, however elliptical or per- 
verse, I believe to be as follows ; * May that run-away’s eyes wink !’ or * That run- 
away’s eyes, may (they) wink !’ These ellipses are common in Spenser : and that 
for oh I that, is not uncommon, as Dr. Farmer observes in a note on the first scene 
of Winter’s Tale. So in Ant. and Cleop. Ill, vi, 40. Juliet first wishes for the 
absence of the sun, and then invokes the night to spread its curtain close around the 
world. Next recollecting that the night would seem short to her, she speaks of it 
as of a run-away whose flight she would wish to retard, and whose eyes she would 
blind lest they should make discoveries. The eyes of night are the stars so called 
in Mid Sum. N. D. In the Fair Maid of the Exchange, 1607, night is spoken of as 
in the Mer. of Ven. : ‘ The night hath played the swift-foot run-away* Romeo was 
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not expected by Juliet till the sun was gone, and therefore it was of no consequence 
to her that any eyes should wink but those of night ; for, as Ben Jonson says in 

Sejanus, * night hath many eyes, Whereof, though most do sleep, yet some are 

spies,* 

Blackstone (in Johns, and Steev. ed. 1785). That seems not to be the optative 
adverb utinam^ but the pronoun ista^ These lines contain no v/ish, but a reason for 
Juliet’s preceding wish for the approach of cloudy night ; for in such a night there 
may be no starlight to discover our stolen pleasures : * That run-away eyes may 
wink.* 

Monk Mason Comments,^ &c. 1785, p. 367). The omission of the article proves 
that the word, whatever the meaning of it may be, was intended for a proj)er name. 
Though I am not so fond as Warburton of making Sh. speak French, I believe that 
here he uses a French word with an English termination, and have little doubt that 
we ought to read * that Jlcnomy's eyes,’ &c. Rcuommle is the French word for 
Rumour^ and is thus described by Boileau in his Lutrin : 

‘ Cependant cet oiseau qui prone les merveilles, 

Ce monstre compost de bonclies et d’oreilles, 

Qui sans cesse volant de climats en climats 
Dit partout ce qu’il scait, et ce qu’il ne scait pas, 

La Renommde enfin,’ &c. 

The words untaWd of and unseen confirm this conjecture, 

Rann (1786). That no bright star may discover our stolen pleasures, 

Seymour {*Remarks,^ &c. 1805, vol. ii, p. 406). Romeo I take to be the run- 
away, u e., the person that is to come and run away with Juliet, and she would have 
him post to her on the wings of love with such celerity as to be blind to every obsta- 
cle and invisible to every eye; that Romeo is he whose eyes are to wink, and is, 
of consequence, the runaway, seems partly implied in what follows: ‘if love he 
blindf &c, 

Capel Lofft [cited in Seymour’s *Remarks''\, Is it not possible that Fame or 
Rumour, with all its vigilant eyes, may be intended ? 

Douce {^Illustrations* &c. 1807). Wlioever attentively reads over Juliet’s speech 
will be inclined to think, or even be satisfied, that the whole tenor of it is optative. 
As to calling night a run-away^ one might surely ask how it can possibly be so 
termed in an abstract point of view. Is it a greater fugitive than the morning, the 
noon, or the evening? Steevens lays great stress on Sh.’s having before called the 
night a run-away in the Mer. of Ven. But there it was already far advanced, and 
might therefore with great propriety be said to play the rttn-away ; here it was not 
begun. The same remark applies to the other passage cited by Steevens from The 
Fair Maid of the Exchange, Can this run-a 7 vay be Juliet herself? She who had 
just been secretly married to the enemy of her parents might, with some propriety, 
be termed a run-away from her duty; but she had not abandoned her native pu- 
dency, She therefore invokes the night to veil those rites which she was about to 
perform, and to bring her Romeo to her arms in darkness and in silence. The lines 
that immediately follow may be thought to favour this interpretation ; and the whole 
scene may possibly recall to the reader the beautiful story of Cupid and Psyche, 

Becket Himself Again^ 1815, p. 214). I would read ‘That runagate* s 
eyes,* &c., which must be understood as follows : ‘ Let the eyes of runagates, rebels, 
or love-apostates be shut, so that there may be no opposition, no hindrance to the 
completion of my wishes,* It will be admitted, I think, that change is necessary— 
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tha' something, in shou, should be siib^ ituted for < runaway;’ and it may be farther 
acknowledged, perhaps, that I hs^ye fallen on the prope’* term. 

Zachary J\ckson (*SA.'s < :nius p. 421, 1819). According to the 

ordiography of Sh.’s time, the transpoi bon of a single letter gives the origiiial 
word, and produces so clear a meaning that neither the Greek of Judge Llackstone 
nor the laboured eluchlations of iHe oth r i mmentators are n ccssary. Our great 
Poet vrrote, * That unawc^res ey-s may wink,’ Juliet invokes night to mantle 
the world '.n darkness, that by a heavy atmosphere sleep may steal unawares upon 
the eyelids of those v/ho would obstruct her pleasu’es. What can possibly be more 
simple? Now see how the error ori'Tinatecl. The old mode of spcl’ing unawares 
was unazvayrs: the word had 'vkat printe. 3 term a litera' error; that is, such as an 
0 for an r; in the correcting of which, hav,ng taken out the <?, the compositor 
placed the r at ti e beginning of the word, and thus turned unawayrs to 7 'unaways. 

Knight (1838, ed. i). Tins passage has been a perpetual source of contention 
to the commentators. . . . After all tais ’earning there comes an unlearned com- 
positor, Zachary Jackson, an 1 sets the mat^^ci straight. Run-aways is a misprint foi 
unawares. We have not the least hesitation in adopting Jackson’s reading; and 
we have the authority of a very clever article in Blackwood’s Magazine (July, 1819) 
for a general testimony to the value of Jackson’s book, and the cquaily valuable 
authority of a most accomplished friend, who called our attention to this particular 
reading as settled by the common sense of the printer. 

Cornwall. The ..jost probable solution is that wdiich supposes Sh. to have meant 
by ‘ runaway’ the night, and by its eyes the stars. Zachary Jackson’s alteration gives 
a prosaic flatness to the phrase, which, to say nothing of other objections, alone con- 
vinces us that it is not the true reading. 

Collier (ed. i). Zachary Jackson has shown that run-aways was in all proba- 
bility a misprint for *■ unawares.’ 

Dyce Reti^arks^ &c., 1844]. I cannot allow that the reading in this passage has 
been ‘settled’ by Jackson (about the value of wdiose book I think very differently 
from Kniglit and the writer in Blackwood). I do not believe that Sh. would have 
used such an expression as ‘ that una^vares eyes may wink.’ That ‘ ways’ (the last 
syllable of ‘run-aways’) ought to be ^Days^ 1 feel next to certain; but what word 
originally preceded it I do not pretend to determine ; 

That ^ Da^s eyes may wink, and Romeo — 

Compare Macbeth, III, ii, 46. The passages in our early poets about Night spread 
ing her curtains, and Day closing her eyes, are numerous. So in Drayton ; 

‘ The sullen Night hath her black Curtaines sj>red; 

Lowring tJie Day hath tarried vp so long, 

Whose faire eyes closing softly steale*^ to bed,’ &C. 

Barons Warres^ o. in, st, xjf ed. 8va 

(This stanza is very different in the folio ed.) [Mr. Lettsom’s MS. margina note. 
* My ed., 1605, is the same as this.’ Ed.] 

Mitford (in the Gent. Mag.^ June 1845, P* 5 ^®)* strikes us as rather singular 
that not one out of the whole body of the commentators has hit on the real mean- 
ing, or seen how the corruption of the text was created. The right reading we take 
to be ‘ That Luna's eye,’ &c. When the L of Luna was changed into R and made 
" Runa^ then the sense was entirely lost, and, to give at least some meaning to the 
word, it was made * Rmi-away' The corruption stood thus ; 

Y 
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That Luna's eye. That Runa's eye. That Runa-wafs eye. 

Almost all Latin or foreign words are corrupted in the old eds., and there was no 
learning in- the printers to set them right. We have the same expression in Pericles, 
II, V, II : * This by the eye of Cynthia hath she vowed.* We trust that this emen- 
dation will at once approve itself to the understanding of all our readers, except of 
those who, having positively engaged themselves to stand by a particular reading, 
will be reluctant to confess their error; and that it may supersede at once those 
former readings which have arisen from typographical blunders, and with which the 
commentators themselves have been obliged to acknowledge their dissatisfaction. 

Rev. N. J. Halpin i^The Bridal Runa^vay^^ Sh. Soc. Papers, vol. ii, p. 14, 
1845). The source of the obscurity in these words which misleads us is that the 
commentators have not sought the meaning of the terms and figures of the passage 
in the peculiar species of poetry to which it belongs. They have, in fict, failed to 
observe that the character and language of this soliloquy are purely Hymeneal. 
Now, as every distinct class of poetry, whether the Anacreontic, the Pindaric, the 
pastoral, or the elegy, has each not only a subject and a mythology sui generisy but 
a suit of imageiy and diction appropriate to itself, in which particular woids and 
figures bear a meaning modified and restricted by the nature of the composition : in 
the same manner and degree is hymeneal, or epitlialamic, poetry distinguished from 
every other species by its own range of sentiments and its conventional phraseology. 

There will be no difficulty, I suppose, in conceding this; nor should 1 shrink from 
the task of sustaining, by the usual method of demonstration,* my view of the par- 
ticular class to which this soliloquy belongs were the subject other than it is, or had 
we to deal with the literature of a period more refined and delicate. There is not 
a line in it which it would not be easy to parallel with others harmonizing with it 
altogether in sentiment, and, to a very great extent, in imagery and diction, f 
extracted from the hymeneal poetry of contemporary writers. , , . This premised, I 
proceed with my task. 

The first thing remarkable on the surface of the soliloquy is the frequent and 
varied invocation of Night. For brevity sake I forbear to illustrate with correspond- 
ing quotations from the contemporary poets the peculiar imagery so lavishly bestowed 
on this mythological personage. But a reference to the class of poems in question 
will, in this respect also, furnish abundant evidence that in the composition of this 
piece the mind of Sh. was saturated with the images of hymeneal poetiy, which he 
has here accumulated not without design, 

I must also observe that the structure, no less than the spirit, of the soliloquy is 
distinctly hymeneal. ‘ This poem,’ quoth Ben Jonson, speaking of the Epilhala- 
mion, * had for the most part versum intercalareniy or car?nen amoebtsum ; and that 
not always one but ofttimes varied, and sometimes neglected in the same song.' J 
It was, in fact, the custom of the ejhthalamic poets to close every stanza, or division, 
with a refreitty which, running on some leading image, or some harmonious combi-' 

• Namely, by the collation of parallel passages, words, phrases, and sentiments, of which process one 
or two examples may suffice. [Extracts are here given from Spenser’s 'Epitkalamion on his own 
marriage' Jonson’s 'Epithnl. 071 marriage of Hierome H'^eston,' &c. Doctor Donne’s "Epitkal, 
made at Lincolns Inn' George Wither’s ^Epithal. on the marriage of Princess Elizafieih.^ Jon- 
son’s 'Hymencei' and ' Epithalamion Teratos, v. Sesi. of Hero and Leandery by Marlow and 
Chapman.] 

t It is not pretended that all the notions and imagery of which the Nuptial song is suscep.ible aro 
embodied in Juliet’s soliloquy, but that rom other than what are common to it with that sjecics of 
poKry in general are to be fouu I there. j Hymenaii, 
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na'ion of words, was, with more or le s variation, repeated, sometimes at fixed, and 
sometimes at irregular, intervals of the main song. The refrein of Spenser’s Pro- 
thalamion turns upon Hhe Tjumes;* of his Epithalamion, on ‘the echoing woods,* 
£’C., &c. 

Juliet’s soliloquy is constructed on the same inteioalary principle. Four several 
invocations to Nigiil [lines 5, 10, 17, ^Oj, more or less varied, occur at intervals 
more or less regular, and reali: ' Jonson’s description of :he structure of tnis species 
of poem. In short, as it appears to me, thL soliloquy differs in nothing from the 
legitimate epithalamion but as blank verse differs from the rhymcu stanza. 

It is now time that we advert tr the passage in which the ‘ run-away’ makes his 
appearance. 

In the mythology of the nuptial poem it might be expected that Cupid would play 
no unimportant rdle. And here one might make a cheap parade of erudition at no 
more cost of study than turning to the authorities quoted by Ben Jonson; but I shall 
rest content with the authority of the great hierophant himself. From him we find 
the part of Cupid on those occasions to have been peculiar and restricted. Hymen 
had, of course, a more distinguished office ; nor did he resign his ministrv till, at 
the door of the bridal chamber, he surrendered it to his brother. Up to this point 
Cupid, by concealment or flight, usually contrived to be absent; but there it was his 
duty (accomparied by a crowd of Loves and Sports) to receive the married couple. 
Thus in the Hue and Cry, when about to elope for the second time, he whispers his 
light-winged brethren : 

* I may not stay ; 

Hymen’s presence bids away, 

Tis already at his sight ; 

He can give you further light. 

You, my Sports, may here abide, 

* Till I call to light the bride. ^ 

It was his part to illuminate the bride-chamber, and his lights were generally his 
own eyes and those of his sportive co-mates, kindled at the brilliancy of the bride’s : 

* See, a thousand Cupids fly 
To light their tapers at the bride’s bright eye.’ • 

We must not forget, however, that if Love sometimes has eyes, he is also some- 
times blind ; or rather, that there were two Cupids, one keen-sighted and fiery-eyed, 
as Moschus describes him, bfi/iara tJ’ avT<f) ^pinhXa Koi ^loySevra ; the other, as de- 
scribed by Ben Jonson, ccecum ettpidine. In this state of things it is natural the 
vulgar opinion should be very unsettled ; and it remains to this day a moot point 
whether Love have eyes or not. f In those doubts Juliet evidently shared when, 
putting a suppositious case, she said : ‘ Or, if Love be blindy &c. Now this form 
of expression obviously implies that she had already considered ‘ Love’ in the cor- 
relative condition, and regarded him as able to see. But where is this to be found in 
the context ? We find her, indeed, wishing that the ‘ eyes’ of somebody, whom she 


• Robert Herrick’s Epithal. on marriage of Sir Clipsebie Crew. This conceit, for all its air 
modem gallantry, is borrowed from the ancients : 

‘ Illius ex oculis, cum vult exurere divos, 

Accendit geminas lampadas acer Amorl’—Tibullui. 

- t Valeniwu, Why, lady, Love hath twenty pair of eyes. 

' Tkurio. They say that Love hath not an eye at all. — 

Two Gent. ofVeronay II, iv, 95. 
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calls * run-away/ may * wink’ in order that Romeo’s visit may be * untalked-of and 
unseen.’ Who is this ? In the hymeneal system, none could be present with the 
< lovers’ in the bridal chamber except Cupid, by whose eyes it was supposed to be 
illuminated. But Juliet does not want their light ; partly, because ‘ Lovers can see 
by their own beauties,* but chiefly, that the interview may be ‘untalked-of and 
unseen.’ 

Is Cupid, then, the ‘ runaway,’ the Love (in the correlative) which has eyes and 
can see ? So far, it is, at least, very probable. The sobriquet ^ by which I suppose him 
here designated, is founded on his mythical character, and was familiar, in one form 
or another, to the Greek poets, who endued him with properties, and to the English, 
as well as the Latin, who adopted their inventions. The characteristic alluded to, is 
his notorious propensity to running away from his mother. To this notion are to 
be referred the numberless medallions, pictures, and stories in which he is represented 
as captured, imprisoned, caged, fettered, and with his wings bound, crossed behind 
his back, or clipped with scissors, to prevent his escape. In reference to this trait, 
he is called by the Greeks Spaneryc ; dpaneTidaQ ; by the Latins, fugitivus, profugus, 
vagus ; by the English, truant, deserter, wanderer, vagrant, vagabond, runagate, and 
why not, runaway, the exact translation of the Greek epithets ? ‘ Small Latin and 

less Greek’ had surely sufficed for the construction, if copied, or the coincidence, if 
original, of a title so obvious and appropriate. The characteristic was familiar and 
popular in the classico-romantic days of Queen Elizabeth. It furnishes the ma- 
chinery of two of Ly lie’s court comedies, and in both the etymology of the English 
synonym is distinctly suggested. ‘ Whilst I truant from my mother,’ quoth Cupid, 
* I will use some tyranny in these woods, and so shall their exercise in foolish love 
be my excuse for running away,^* ‘As for you, Sir Boy,’ exclaims Venus, ‘ I will 
teach you to run away. You shall be stripped from top to toe, and whipped with 
nettles, not roses.’ f Wc lay no stress, however, on those suggestive phrases; nor 
need we, for the word itself, in its compound form, is used as a synonym for Cupid 
by Thomas Ileywood, in that scene of his Mask of Love’s Mistress, where Venus, 
aided by Pan, discovers the fugitive in Vulcan’s smithy; 

*Pan. This way he ran with shackles on his heels. 

And said he would to Vulcan. O, but see 
Where he stands cogging with him. 

Venus. Now, you Runaway ! % 

You disobedient — thou unhappy wag— 

Where be the golden fetters I left you bound in?’ § 

X am bound, however, to show, not merely the use of the particular word in English 
poetry as a synonym for Cupid, but its use as such in poetry professedly hymeneal. 
Let us, then, turn again to the Hue and Cry of Ben Jonson ; and there, in an ode 
poorly paraphrased from the 'Epwf tspaiTETyg of Moschus, we shall find the very term 
applied in the very sense required. Cupid had, as usual, on the approach of the 
nuptials, absconded. Distressed at his absence, Venus commissions the Graces to 
‘ proclaim reward to her that brings him in ;’ whereupon the first Grace, addressing 
the ladies of the Court, exclaims : 

* Beauties, have you seen this toy 
Called Love — a little boy. 


• Gallathea, ii, a. t Sappho aid Phao, v, a. 

X And again, * Vulcan. But soft 1 what shackled Runaway is this?’ 

$ Love’s Mistress, iv, 2 . 
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Almost naked wanton, blind, 

Cruel now, at, j now as kind. 

If b** be ,.mongst >e, say : 

He is Venus’ '’^unawifv.^ * 

1 believe that there can b no doubt that tl/s Kun-A\vay is the * Run-away’ of Juliet’s 
Boliloqiiy. Their part in the hynieneal cereinor'.* =s the same; they are both Run- 
aways ; both are to be found at the proper ♦iir* in the bride-chamber; an ! the oflice 
of both is to give light in the loom. If Sh.’s Liin-away have eyes, so has the 
original of Moschus; and i^ Joason’s be blina, it is doubtful whether Sh.’s is not in 
the same predicament. 

But how, if the ‘ v inking Cupid’ were, in those lays, a familiar object in the bridal 
chamber, emblematic of secresy and silence, and if Sh. himself should have placed 
him there, a second time, to preserve the arcana of another clandestine marriage? 
The evidence of such a fact would, I presume, be concliisive. Let us then turn to 
‘Cymbeline,’ where the maniage of I^^ogon was, like Juliet’s, clandestine, and the 
interviews between the bride and bride-groom, in like manner, stolen and secret; 
and there we shall find, amongst the furniture of the bride’s apartment, ‘ two 7vink- 
ing Cupids Of silver .’ — Cymheline II, iv, 89. I have already shown that ‘Runaway’ 
was what we would now-a-days call a pet name for Cupid ; that Cupid, in the hyme- 
neal imagery, was a necessary attendant in the bridal chamber; and I have now 
produced him (or rather an image representing himself and his functions) winking 
at the rites of a clar iestinc marriage. There can scarcely be a doubt, I think, that 
the ‘winking Cupid’ of Imogen’s bed-chamber and the winking Runaway oi Juliet’s 
arc, if not identical, sons of the same mother. From what I can gather of the 
hymeneal m5^thology, it appears to me as if Cupid’s presence in the bride-chamber 
was in all cases necessary, as signifying the love between the parties ; but that in 
cases of clandestine marriage he was required to ‘wink,’ i. ^., neither to see, nor to 
give light, in order that the secret interviews of the lovers might be ‘ untalked-of 
and unseen.’ 

And now, assuming this interpretation established, we arrive at the full hymeneal 
meaning of the passage ; which appears to be this : Secrecy is essential to our safety. 
Let the day, therefore, depart, and let Night spread her curtain around, and let not 
Cupid discharge his ministry of lighting up the bridc-chamber.f If (as painted by 
some) he have eyes, let them wink — f. <»., be darkened ; for we have need of dark- 
ness, that the interview, being invisible, may be untalked of; and we have no need 
of light, because lovers can see by their own beauties. If, however, (as depicted by 
others,) he be blind, it is all as it should be; his blindness agrees with that dark- 
ness, for the sake of which the presence of night is so desirable. J 

In the ninth line, therefore, love should be printed Love. 

And now it may be asked, how comes Juliet so conversant with the topics and 
diction of this class of poetry ; and why, on this occasion, does she pour out her heart 
in its language ? 


* el T15 ei/t rpioSoKTi nXavtofievov tlSev ’’Epcora, 
fiparreTi'Sas e/xo? i<TTiv. MoschOS. 

t It IS a circumstance not to be overlooked, that in Romeus and Juliet, Night and Cupid are the 
only assistants at the spousal : 

‘ Contented both, and yet — both uncontented still, 

‘Till Night and Venus' child give leave — the wedding to fulfil.' 
t The thought of the b indness of Love best agreeing with the darkness of Night occurs again IB 
II, i, 3*- 
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In answer to the first, we may observe, that the nuptial pageant had at that time 
become popular in England. * The worthy custom,’ says Ben Jonson, ‘ of honouring 
worthy marriages with those noble solemnities, hath of late years advanced itself 
frequently with us to the reputation no less of our Court than Nobles ; expressing 
besides (through the difficulties of expense and travel, with the cheerfulness of 
undertaking) a most real affection in the personators to those for whose sake they 
would sustain those persons.’* Although the scene lies in Italy, yet Sh. gives to 
every country the manners of his own, and has given proof of the habitual occurrence 
of such festivities, by celebrating with the nuptial mask the marriage of some of his 
heroines.-|- 

From the prevalence of the practice, then, it is to be assumed that Juliet had wit- 
nessed the bridal ceremonies of many of her young companions, and, like other 
noble persons of the day, * expressed a most real affection’ to the parties by taking a 
character in the mask. Thus might she have caught up the topics and language 
appropriated to this species of poetry ; and hence may be inferred her familiarity 
with thoughts and expressions not likely in any other way to have obtained entrance 
into the mind of an innocent and unsophisticated girl of fourteen years of age. 

And why (in the second place) does she harp upon this string on the present 
occasion ? 

Alas, poor Juliet ! who is there that, in the concomitant circumstances, does not 
see the reason ? It is her bridal day, but a bridal without its triumphs. 

’Hv ydfioi aW* dxdpevTos’ frjv vfiv(av 

ov Zuytiji/*Hpijv Ti 9 eirev^ritiriaeu aoi 3 d?‘ 
ov BaiStav ri<TTpairT€ <rdAa9 6a\afirjir6\ov tvtfrjv 
ovBi iro\va‘xdpdtxw rt? <fjreo-<cipTTj(r€ xop««j 7 . 
ovx* vfiivaiov denre irarrjp koX norvia /njrrip. 
aAAa Ad^o? <rTOpe<ra<ra reKicrtnydfiOKnv h' utpaif 
aiyrj irao-TOV ein^fev, €vvp.(j)0K6p.rj<rt 6 ’ O/mixAij, 

Kal ydp.0^ JjV dndvevOev decSo/iey<ov vfxevaitav. 

fiev eijv KetVoKTt yajiio(rTdAo?4 — [vv. 274-282.] 

And such is the situation of Juliet. Her marriage is clandestine. She can have no 
hymeneal mask. No troops of friends led her to the church, nor followed her to 
the banquet. No father — no mother — gave away her hand. No minstrel sung her 
nuptial hymn ; and the hour that should conduct her all glorious to the bride-chamber 
finds her alone, unfriended, without countenance, v'tOiout sympathy. Is it any 
wonder, then, that the absence of those festive rites, which, under happier auspices, 
would have given splendour to her nuj)lials, should recall them to her imagination. 


• Introduction to the Hue and Cry after Cupid. 

t Miranda’s, for instance, with a Prothalamium. — Tempest^ IV, i : Rosalind’s, Celia’s, and Phoebe’s 
with a nuptial masque . — As You Like It, V, iv. 

t It is much to be regretted that Marlowe and Chapman, in their spirited paraphrase of the Hero and 
Leander of the later Musscus, left this striking passage untouched. It is thus rendered i ito Latin bv 
Whitford : 

‘Taeda sed absque chore; thalamus fuit, at sine cantu; 

Conjugium nullus celebravit carmine vates, 

Nec fax ulla tori genialis praevia luxit ; 

Non agili juvenes circumsiluSre choreS, 

Nec pater et mater natis cecinere hymenaeum ; 

Sed thalamum ornarunt tacituma silentia noctis, 

Atque maritales sponsam obduxere tenebrae ; 

Et non cantatis se conjunxere Hymenseis. 

Sola fuit lecti Nox conscia.’ 
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and — with the vision— Lring vividly to iier memory the sentiments avproprialed to 
such occasions, and the very turn of e&cprescion whicli they had habitually acquired? 
Nay, is it not of the very essen- of our nature, that, pacing that solitary chamber, 
while the twilight was thi*-kening into c a»-kness, and the growing silence left viie 
throbbings of her heart audible, she should brood ove. the impassi'^ ned imagery of 
the Bridal Song, and give it a hab-uncgn ci^ js utterance ? Boor Juliet ! She had 
nobody to sing this song fv^r her. Tt bursts spontanc'. jsly ^ om her own lips. 

I cannot but think that this view invests 1" e passage with a melancholy charm, 
unsurpassed in its pathos by any situation in the whole range Oi l*.e drama, except 
perhaps that of Iphigenia at the sacriPcial altar. It is scarcely possible, indeed, that 
it can ever again awaken emotiems so intense as it must ha/e kindled in the days of 
Elizabeth and James; because its language di'cs not call up in rnr minds the same 
associations as in 'he minds of our ancestors. The Hymeneal Masque has vanished 
from our customs, and its idiom has become a dead letter. To us the language is 
not a suggestion, but a study; to them itv.as fraught W'ith a peculiar significance, 
and every image was coupled with an every-oay reality. The very opening lines — 
so essentially epithalamic — must have conjured up, to an auditory in w'hose ca'*s the 
phraseology was as ‘familiar as household vords,^ ‘ the whole pride, pomp, and cir- 
cumstance’ of honoi’red w^edlock; and they would have instinctively imagined the 
magnificctit and joyous solemnities that should have blessed the union of the only 
daughter of the rich and noble Capulet with the only son of the no less noble and 
wealthy Montague, jmt what w'as the scene before their eyes? ^V here was the 
bridal escort? where the assembled fiicndsof ‘both their houses’ ? wdiere the crowd 
of gay and gallant youths who should have homaged the beauty of the bride — and 
where, oh where, the maidens that were her fellows to bear her company ? Of all 
the customary pageant, but one solitary figure — the figure of the bride herself — is to 
be seen. All is solitude and darkness and silence. But one sound breaks the 
unnatural stillness — the voice of that sweet, lonely girl, who — like the young bird 
timidly practising, in the unfrequented shade, the remembered song ol its kindred — 
‘sits darkling’ in her sequestered bower, and cases her impassioned heait in snatches 
of remembei’cd song^ which in her mind, too, are associated wnth her situation. 

And what a song it is ! — sweet as the nightingale’s that ‘ nightly sings on yon 
pomegranate tree ;’ and ardent as, when in Eden, 

* the amorous bird of night 
Sung Spousal ; and bid haste the evening Star 
On his hill-top to light the bridal lamp ;* 

but it is sad and ominous withal ; and, to the auditor familiar with its import, as por- 
tentous and melancholy as the fatal descant wdiich, in poets’ ears, preludes the 
departure of the dying swan. The loves of Hero and I.eander were (as ue have 
seen) presaged to an evil issue by the absence of the usual festive rites; a similar 
defect forbodes to those of Romeo and Juliet a like unhappy destiny. 

What heart in the auditory but must have been smitten with compassion for the 
bride ? What eyes could have withheld the tribute of a flood of tears ? 

To my mind this passage possesses, independently of its natural beauty, an artist- 
ical charm worthy of the highest admiration : that consummate skill, I mean, with 

• Though the Paradise Lost be not a hymeneal poem, this passage, in which the poet properly treats 
A hymeneal subject in the appropriated style, might have been adduced as an additional ilhistrrtion of 
the hymeneal character of the passages there quoted from the soliloquy. The same observatior a]>plis0 
to 'J’he Tempest. IV, i. 39. 




APPENDIX, 


37 ^> 

which the poet has contrived to pour forth from the lips of his young, and innocent, 
and enthusiastic, heroine, the ‘ thoughts that breathe and words that burn’ of the 
most ardent passion, without overstepping the truth of nature, or leaving on the 
maidenly pureness of her character the slightest stain of immodesty. The feelings 
proper to her passion and situation arc undoubtedly her own ; but the expression of 
them is suggested by external circiimstances, and the language in which they are 
clothed unconsciously borrowed from the conventional vocabulary used on such occa 
sions by the noblest in the land, and in the hearing of the most virtuous. 

Collier Azotes and Emend f 1853]. Perhaps no emendation can be declared 
perfectly satisfactory. The change proposed by the (MS.) at all events makes very 
clear sense, although it may still remain a question whether that sense be the sense 
of the poet. Another subsidiary question will be, how so elaborate a mistake could 
have been made out ol so simple and common a word ? In the margin of the folio 
1632, the (MS.) gives enemies\?c^QS.\.^nimyes ; but the letters are, perhaps, too few to 
have been mistaken for run-awaies : such would not have been the case if in the 
original manuscript it had been spelt ennemyes^ which was not then an uncommon 
form of the word. It is extremely natural that Juliet should wish the eyes of enemies 
to be closed in order that they might not see Romeo leap to her arms and talk 
of it afterwards. 

Dyck (‘/V7e/ Notes^ p. IIX, 1853). I now venture to submit another conjecture: 
‘That roving eyes,’ &c., a conjecture founded on the supposition that the word 
* roving' having been written (and written rather illegibly) *roauinge' (Fairfax, in 
his lassOf 13 . iv, .st. 87, has, *At some her gazing glances roauing flew’), the com- 
positor metamorphosed it into ‘ run-aw^ayes.’ 

Rev. Mr. Hunter Few Words in Reply' &c., p. 19, 1853). .. . And now 
comes Mr. Dyce with ‘ roving,’ which makes the blank verse halt lor it. After all, 
none of them, it seems to me, are at all to be preferred to the text as we have it, 
‘ runaways’.’ It is not in Sh.’s best manner, but then the greatest poet is not always 
in his finest mood. ‘ Runaways’ I understand to be the same as ‘ Runagates,’ for 
which we have a kind of authority, a poor one I allow, in Dyche’s ‘Dictionary,* 
1735, * Runagate or Runaway, a rover or wanderer.’ This approaches nearly to Mr. 
Dycc’s sense of the passage, without destroying the measure. Juliet wishes that the 
night maybe so pitchy dark, that should Romeo meet with any runagates (runaways) 
wandering about the streets, he may not be recognized, or even observed by 
them. 

Singer ipSh, Vindicated^ p. 233, 1853). The (MS.)’s substitution of enemies is 
worse than Jackson’s. A very good conjecture is given by the Rev. Mr. llalpin. 
The circumstantial evidence adduced for the retention of the old reading, showing 
that Cupid was the runaway in Juliet’s mind, is extremely ingenious, if not 
satisfactory. 

Singer {N. and Qu., vol. viii, p. 3, 1853). Monck Mason seems to have had the 
clearest notion of the requirements of the passage, but he was not happy in suggest- 
ing renoniy, I was not conscious of having seen the suggestion of Heath’s when I 
came to the conclusion that the word must have been rumozirers^ and that from its 
ttnfrequcnt occurrence (the only other example of it at present known to me being 
one afforded by the poet) the printer mistook it for runawayes^ which, when written 
indistinctly, it may have closely resembled. It fulfills the requirements of both 
metre and sense, and the words untalk'd of and unseen make it nearly indisputable. 
I had at first thought that it might be *rumorous eyes,’ bn* the personification would 
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then be wanting. Sii. has psrsonifieo Rumour in the Introduction to 2 Hen. IV; 
and in Conolanu<^ TV, vi, 47, we ha^e, ‘Go see this rvmottrer \vhi])p’d.’ 

Blackwood’s Maga. (vol. .;xiv, p 455, 1853). Whe is a ^Runaway?' He is a 
printer’s (not devil but) blunder, says .be olu Col lector : we should read me.nies. 
Those may read enemies who choose. We ccrtainl) shall not — ro, not even at the 
bidding of Queen V’etoria herself. \V3 .hall not turn ouirclves into a goose to 
please the ghost of an old amr‘enr pIay-cotTcc..ot. "hough he should keep rapping 
at us till his knuckles are worn out. R'*ad ^'‘umourer^^ says Mr. Singer. No, Mr, 
Singer, we will not read l^umoure s. Read this thing, aita r^ .d that thing, say 
other wise authorities. No, gentler^en, we shall not read anything except what Sh. 
wrote, and we know for certain that the uord W'hich he /rote was ‘ Runaway’s,’ just 
as it stands in the books, for we learnt this Ironi a medium ; ves, and the medium 
was the Rev. Mr. Halpin, who has proved to our entire satisfaction that the text calls 
for, and indeed admits of, no other alteratioim There could not be a ha2')pier-chosen 
or more exiiressive word than * Runaway's’ as here employed. 

Patrick Muirson (iV and (p., vol. \iii, Oct. 22, 1853). I interpret ‘runaways* 
as signifying ‘ persons going aliout on the watch.’ Perhaps runng.ates, according to 
modern usage, would come nearer to the proposed signification, but not to be quite 
up to it. 

Grai'JT Wh’TE [‘.S/z-’j Scholar' p. 373, 1854]. The error will probably remain 
for ever imconected, unless a word which I venture to suggest seems to others as 
unexceptionable as it does to me. fuliet desires that somebody’s eyes may wink, 
so that Romeo may leap to her arms ‘ untalked of' as well as ‘ unseen.’ She wishes 
to avoid the scandal, the bruit, which would en.sue ui)on the discovery of her new- 
mrde husband’s secret visit. 

I think, therefore, and also because the misprint is by no means improbable, that 
Sh. wrote ^rumoures eyes.’ The absence of a long letter in rufnoures^ to correspond 
with the y in ‘ run-pwayes,’ does not trouble me. I have repeatedly found in my 
proofs words containing long letters when the word which I wrote contained none, 
and vice versa. It should be noticed, too, that neither unazvares nor enemies contains 
a long letter. ‘ Rumor’ was sjiclt riimoure in Sh.’s day, and the j^ossessive case 
rumoures, of course. 

As to Rumor’s eyes, they are as necessary to her office as are her ears or her 
tongues. Virgil’s Fama is but Rumor, and of her he says ; 

‘ Cui quot sunt corpore plumse 
Tot vtf^iles oculi subter, mirabile dictu, 

Tot linguae, totidem ora sonant, tot subrigit aures.’ — 

^neidy Lib. IV, i8i. 

And in Sh.’s day Rumor was represented with eyes as well as tongues, as we 
know by the following descrij^tion, evidently founded on Virgil’s inq^erbonalion : 

* Directly under her in a cart by herselfe, Fame stood upright ; a woman in a watchet roabe, thickly 
set with open eyes and tongues, a payre of large golden winges at her backe, a trumpet in her hand, a 
mantle of sundry cullours travel sing her body: all these ensigns displaying but the propertie of her 
awiftnesse and aptnesse to disperse Rumourel — The whole magnificent Entertainement given to 
King James and the queen kis Wi/cy &c. 15 Marcky 1603. By Thomas Deckery 4to, 1604. 

Sh., however, had brought Rumour personally before his audience in the Induction 
to 2 Hen, IVf where she is ‘painted full of tongues.* These quotations merely 
show that the idea was sufficiently familiar to his auditors, learned and unlearned^ 
for him to use it in this manner. 

32 * 
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But these considerations are not urged to gain acceptance for tl e reading which 1 
propose ; their office is but to meet objections to it. If it do not commend itself at 
once to the intelligent readers of Sh. wdth a favor which increases upon reflection, 
no argument can, or should, fasten it upon the text. 

Mr. Collier’s (MS.) furnishes ^enemiely a reading which is perhaps the worst that 
has been offered. 

A correspondent from St. Louis suggested * noondays eyes,’ which is not without 
some plausibility; and it resembles somewhat one of the readings proposed by 
Dyce. But even if there were no objection, as to time, against the word ‘ noonday,’ 
there is a literalness and particularity about it which are poetically out of place in 
the passage for which it is proposed. But supposing such particularity not objec- 
tionable on the higher grounds of criticism, the time specified in the term is incon- 
sistent with the requirements of the scene; and therefore Sh. would have been 
particular, only to be particularly wro^. This is evident from the fact, which a 
short examination will bring to light, that yitliet was not married until after noon- 
day, and that some hours elapsed between her marriage and the time of this solilo- 
quy. [To prove that this soliloquy is spoken toward evening, Mr. White cites the 
following lines ; II, v, i and 2; II, iv, 163, and III, ii, 99.] But what need of this 
comparison of hours and minutes ? Is not the soliloquy itself steeped in the pas- 
sion-breathing languor of a summer’s afternoon just melting into twilight? Is it 
not plain that yuliet has been watching the sun sink slowly down to the hoiizon, 
and gazing pensively into the golden air, until her own imaginings have taken on its 
glowing hue, and then she breaks out into her longing prayer for night and Romeo f 
Facts and figures tell us that her soliloquy is spoken just before sunset; but what 
reader of the whole soliloquy will not set aside the evidence of facts and figmes as 
superfluous — almost impertinent ? 

[Mr. White here states that the same emendation, sustained by the same quotation 
from Virgil, had been communicated to him by a friend — Mr. Hoppin of Provi- 
dence, R. I. — but that both himself and his friend had been anticipated by Heath 
and Singer, as he learned from the latter’s communication to N. and Qu,y to which 
his attention was first called by a correspondent in South Carolina. Ed.] 

Here, then, we have three coincident conjectures from three persons, each ignorant 
of the other’s suggestion, which, if the word which they propose to substitute ba 
acceptable in itself, adds greatly to the probability that it restores the true reading. 
Singer’s independent conjecture that rumourer's is the word also affords collateral 
support to the former, the idea being the same in both. But it should be remarked 
that the line docs not need a word of three syllables. The typographical error 
which gave us runaways y and which Singer would correct by substituting rut}tourers\ 
almost certainly loaded the line with a redundant syllable. Notice also that the 
addition of an r diminishes the chances for an error by the compositor. It would 
be far more likely that ‘ rumours’ should be mistaken for ‘ runaway^j’ than that 
‘ rumour^rP should cause the same error. Yet another objection against ‘ rumour- 
erj’ is that its particularity is inconsistent with the poetical character of the passage, 
in which yuliet uses only large and general terms. 

Collier claims, with reason, that the occurrence of the same conjectural emenda- 
tion to two readers of Sh., without consultation, is cumulative evidence in its favor; 
and here, in effect, is such a coincident conjecture on the part of four. But, what 
evei may be the decision between Singer on the one hand, and Heath, Mr. Hoppin 
and myself on the other, I think it is quite evident that the word demanded by the 
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context is either Rum'^Hi^s or rumourerf, and I am quite willing to forego my claim 
for the discovery in favor of Mr. & ijamin Heath, to whom the credit of first 
‘ guessing* at the idea belongs ; and I have no doubt that my Providence corre- 
spondent is like-minded w^h me. fhose dispute jr sneer about priority of con- 
jecture whose minds and natures fit them to anarl over trifles, — the scraps and crumbs 
of literary reputation : the object jf all who have the true enthusiasm of Sh.’n stu- 
dents is not pe’'sonal crecHt, but the integrity t ^ ‘^"^h.’s text. 

I had altogether passed by the *heory advocated by the Rev. Mr. Ilalpin as carry- 
ing its refutation on its face; but as it has recently found r' me favor with a few 
whose judgments are entitled to respect, it is but proper that its claims to considera- 
tion should be examined. His argument occupies nineteen octavo pages. [Mr. 
White here gives Mr. Halpin’s * positions and c meluslons briefly’ in fifteen lines. Ed.] 
This argument is very learned and very ingenious, but far more learning and inge- 
nuity have been displayed in the support of tjheories which, though more plausible, 
were equally unsound. To examine it more properly we should have the entire 
soliloquy before us as it app-^ars in P'j. . . . Is there anything here more than an 
expression of the feelings of a newly married girl ‘many fathom deep in love?’ Is 
there not an utter absence of all formality and restraint in the construction of the 
soliloquy? and is not the same freedom shown in the diction ? It would be difficult 
to point out in poetry a passage which has less the air of being constructed with 
regard to a formula. Indeed, the poet seems to have been under no restraint but 
that of versification, and not to have felt that. Juliet expresses her longing for the 
coming of night several times ; but that is evidently only because she wants night to 
Come. The approach of the time which will bring Romeo to her absorbs her whole 
mind. There is no * intercalary principle,* or any other principle, evident in the 
soliloquy. Even Mr. Ilalpin can only find that ‘four several invocations to Night, 
more or less varied, occur at intervals more or less regular.* But the variation is 
decidedly more, and the regularity decidedly less. With the same license, almost 
any soliloquy might be said to be constructed on an intercalary principle. This 
assumption of the hymeneal character of the soliloquy, which is the very key-stone 
of Mr. Hal pin’s argument, is plainly but assumption ; and, of course, the importance 
of Cupid in the hymeneal masques, and the frequency of those masques in Sh.’s 
day, are of no farther consequence. 

As to Cuj)id being called a runaway by Moschus, what did Sh. know about that? 
It is not necessary to be of the Farmer school as to the no learning of Sh. to decide 
at once that the supposition that he had read the ode of Moschus in the original is 
entirely unwarranted ; and in his day there was no translation of it. But even if he 
had found Cupid called a runaway by some Greek or Latin authors, would he upon 
that warrant have called him ‘ runaway,* absolutely and without mitigation, not even 
calling him runaway,* and having made no previous allusion to him? and this, 
too, to a mixed audience, not one in fifty of whom had the tongues ? Such was not 
his way of writing for the audiences of the Blackfriars and the Globe. 

The fact that Ben Jonson, in his Hue and Cry after Cufid^ calls Cupid ‘ Venus*s 
Runaway,* is nothing to the purpose; because when the Masque opens Cupid has run 
away from Venus, and it would be almost impossible to avoid speaking of him as 
Venus*s runaway. He is never spoken of simply as a runaway ; much less is he 
called absolutely ‘runaway,* even by Jonson. He is ‘Venus’s runaway,* just as 
Pompey, who runs away from Mr. Randolph of South Carolina, is Mr. Randolph’s 
runaway. But even were this not so, the occurrence of the epithet in Jonson’s Masqut 
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does not help Mr. Halpin, because that was not written until 1608; whereas, Romeo 
and yuliet was written as early as 1596, and this soliloquy was printed in 
Mr. Hal pin’s eagerness in the defence of his theory probably blinded him to these 
conclusive facts. 

That the andirons in ImogerCs bed-chamber could have any acknowledged hyme- 
neal significance, the very fact of her marriage, and the great dread which she had 
of exposure, forbids us to believe. If winking Cupids had hymeneal symbolism so 
universally recognized that it was only necessaiy for Sh. to write * that runaway’s 
eyes may wink’ in order to have a promiscuous audience know that yuliet was 
thinking of a winking Cupid as a part of a hymeneal pageant, Imogen would surely 
have kept them out of her chamber at all hazards. 

Mr. Halpin’s remark, that in the poem of Romeus and yuliet Night and Cupid 
are the only assistants at the spousal,’ docs not represent the passage in its true light. 
It is merely narrative ; the allusions to Night and Cupid are incidental and obvious, 
and are made, not at the time when hymeneal allusions were appropriate, but when 
Romeo and yuliet part at the Friar’s cell: 

‘These said, they kisse, and then part to thejT father’s house, 

The joyfull biide vnto her honrie, to his eke goth the spouse ; 

Contented both, and yet both uncontented still, 

Till Night and Venus child geve leave the wedding to fulfill.’ 

How the perception of a clever and learned man may be perverted is shown by 
the reference which Mr. Ilalpin makes to yulieRs supposition, ‘Or if love be blind' 
&c., which he thinks ‘ implies that she had already considered “ Love” in the correla- 
tive condition, and regarded him as able to see.' But yuliet does not make reference 
here to the god of Love, but to a pair of lovers. Thus she says : 

*Lovers can see to do their amorous rites 
By their own beauties ; or if love be hlindl &c. 

The fact that ‘ love’ is spelled with a capital letter in no way confirms Mr. Hal- 
pin’s supposition ; because the word is so spelled in every instance in which it 
occurs in the soliloquy, as may be seen by reference to the passage as it is quoted 
above from F^. Thus ‘Love-performing,’ ‘ strange Love grown bold,’ ‘true Love 
acted,’ ‘ in Love with night,’ ‘ the mansion of a Love.’ Evidently no one of these 
* Loves’ has any more reference to Cupid than the other ; and this is still further 
shown, as far as the old typography can show it, by the fact that in the older quarto 
the word is not spelled in this soliloquy with a capital letter in a single instance. 

To leave no part of Mr. Ilalpin’s argument unanswered, his supposition that the 
numberless works of ancient art, in which Cupid is represented as captured, impris- 
oned, caged, fettered, and with his wings bound, are to be referred to ‘his notorious 
propensity to running away from his mother,’ is innocent indeed. He should have 
consulted female counsel before venturing on such a plea. Women in classic days 
were at heart much like women of now-a-days; and then, as now, they would see 
Love bound, not for his mother’s sake, but their own. 

There is, it seems to me, not the least shadow of a reason for believing that Sh. 
would, without having so much as made an allusion to Cupid, speak of him abso- 


• Ben Jonson did not call his Masque The Hue and Cry after Cupid: that title was given to it by 
Gifford so lately as 1816. In the folio of 1616 it is called : — The Description of the Masqve with the 
Nuptiall Songs at the Lord Vicount Haddi gton's marriage at Court. On the Shroue-tuesday 
night, z6o8. 
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lately as ‘ runaway,’ e”«n supposing th-t he had any reason to expect that his audi- 
ence would understand the epithet. T^as, we have seen, was not the case ; and also 
that he would not nave unders' 'od it himself. 

But besides this, there i one other corsideraion which is in itself conclusive unou 
this point. 

Let it be remarked that the eyes in qi^es^'on were to close as the natural conse- 
quence of a previous ac^ Juliet says, ‘spread thy close curtain, love-Jfe -forming 
Night, ^ in order that — what? 'Fhat Lovers eves may wink? The ahsiiidity of the 
prayer is apparent. The argument fi>r Cupid is worth absolut- f r ^tiling until it has 
been shown that the coming of Night would as a matter of course put him to sleep. 
But reason teaches and testimony establishes that night is exactly the time when that 
interesting young gentleman is particularly \i?ide awake. However much Juliet 
might desire even Love’s eyes to close on that occasion, it is ridiculous to make the 
advent of Move-performing Night’ the cause of his going to sleep; whereas it is 
entirely consistent that she should wi^n Night to cause those prying or wandering 
eyes which are personified i 1 Rumor’s, to i lose, that Romeo may come to her * un- 
talked of and unseen.’ 

When we remember the vital importance of the secresy of Juliet *s nuptials, and 
the desire which n*ust have been almost uppermost in her heart, that Romeo might 
be seen entering her chamber window by no one who could talk of or rumor it, and 
knowing, as we do, that Sh. and his audiences were in the habit of seeing such 
people typified in tli^ person of Rumor, covered with open eyes, and painted full of 
tongues, can there be any doubt that ‘ rumoures eyes’ were the words written by th« 
poet?* 

Ulrici adopts the explanation of Mr. Ilalpin. 

Delius. The eyes of such fugitives and vagabonds as tramp about at night. 

Singer (ed. 2) substantially repeats his note on p. 376. 

Staunton. We must decline the invidious task of pronouncing an opinion upon 
the relative merits of the various suggestions, believing that all are equally inadmis- 
sible. Whether Sh.’s ‘run-away’ applied to Romeo, or to Juliet, or to Day, or to 
Night, or to the Sun, for whom a good case might be made out, — 

‘You, grandsire Phoebus, with your lovely eye. 

The firmament's eternal vagabond^ 

The Heav’n’s promoter that doth peep and pry.’ — Return from Pamassut. 
or to the Moon, who has some claim to the distinction, — 

‘ Blest night, wrap Cynthia in a sable sheet. 

That fearful lovers may securely sleep.’ — Blurts Master Constable^ III, i,— 

or to the Stars, for whom much might be said ; or whether * run-away’ sometimes 
bore a wdder signification, and implied a spy as well as a fugitive, — in which case 
the poet may have meant, any wandering, prying eyes, — ^we arc convinced that the 
old word is the true word, and that ‘ run-aways’ (runnawayes) ought to retain its 
place in the text. 

Hudson. Mr. Grant White, we think, justifies the change to Rumoures, as fully, 
perhaps, as the nature of the case can well admit. The objection to * enemies^ eyes* 
is, that from the nature of the case all eyes, as well of friends as of enemies, are 
required to be closed, so that Romeo’s visit may be absolutely unknown, save to 


• The probability that the letter m held the place in manuscript which n takes in the printed word, it 
increased oy the fact that in the early 4to impressions the woid is spelled * runnaxuayesl 
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those already privy to it. Of course the theory of the text is, that Rumour, personi^ 
fied, represents the power of human observation ; and that Juliet longs to have the 
night come, when the eyes of Rumour shall be shut in sleep, so as to take in nothing 
for her tongues to work with ; because, as things now stand, the lovers can meet and 
know each other as man and wife, only when the eye of observation is closed or 
withdrawn. It may be well to add, as lending some support to Rumour^ that 
Brooke’s poem has a similar personification of Report. It is where Juliet is ques- 
tioning with herself as to whether Romeo’s ‘ bent of love be honourable, his purpose 
marriage ;’ 

* So, I defylde, Report shall take her trompe of blacke defame,^ 

Whence she with puffed cheeke shall blowe a blast so shrill, 

Of my disprayse, that with the noyse Verona shall she fill.* 

Mitford {* Cursory Notes' &c., 1856, p. 43). It is not my intention to make any 
remarks on the various conjectures of the commentators on this much-disputed passage, 
further than by observing, that each conjecture I believe to be supported by the single 
vote of its parent — the person who brings it forward. Amid such diversity of opinion, 
the ground may be considered to be quite open for any fresh adventurer. 

There is an older poem, called. The Tragicall Hy story of Romeus and fuliet, 
1562. That this poem would throw some light on the language of the play, if known 
to Sh., was most probable ; I therefore read it carefully, and with particular attention 
to those expressions mutually made use of in the earlier poem and in the later play. 
Such verbal coincidences as were expected, appeared ; and it became clear that our 
great Dramatist had that poem before him during the composition of his romantic 
fiction. I have made some little division of the subject into its different parts, such 
as the nature of it admitted, the quotations being chiefly confined to the very incident 
related in the play which fonns the subject of inquiry. Poem : 

1. When Phoebus from our hemisphere in western wave doe sinke. 

3. The hastiness of Phoebus' steeds in great dispyle they blame. 

3. As oft in summer-tide, when clouds do dinime the sunne, 

And straight again in clearest skye his restless steeds do runne. 

4. The golden-crested Phoebus bosteth him in skye. 

5. When thou ne lookest wide, ne closely dost thou winke, 

6. The golden sun art gone to lodge him in the west. 

Now, compare the expressions marked in italics in the quotations with those in 
the passage under consideration, as — i. Fiery-footed steeds; 2. Phoebus’ lodging; 
3. Whip you to the west ; 4. Eyes may winke,* — and we shall arrive at the conclu- 
sion that the author of the play had the poem before him, and made use of some 
remarkable expressions in it. Again ; — Poem ; 

I. Young Romeo climbs fair Juliet’s bower at night. 

3. So light he wox, he leap'd the wall^ and then he spyde his wyfe. 

3. And from the window’s top down had he leaped scarce, 

But she with amts outstretched wide^ so hard did him embrace. 

4. And by her long and slender arms a great while then she hung. 

Now, see the play : 

s. When thou didst bower the spirit of a fiend, 
a. Leap to these arms untalked of and unseen. 


* Sh. uses the word winking with an unusual application in the following passage : 

’Confronts your city’s eyes, your winking gates'— -King John II, i, 215. 
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Aijain : — Poem : 

X, But black-faced Night with winter rough, ah ! beaten over sore. 

a. But when on earth lit ' Night hir mantle black hath spread. 

3. — — if they tl*o heavens might ; /de, , 

Black shade Nighty and double dark should straight all over byde. 

Compare the play ; 

1. \nd bring in clot'dy I\tigh»t 

2. — — come, civil Night, 

Thou sober-su'ted matron all in black. 

3. With thy blacke mantle. 

4. Come loving, black-brotv*d A igkt. 

Again : — Poem : 

X. Of corde I will bespeake a ladder by that time, 

By which this night, while other sleepe, I will your window clitmh, 

2. And for the time to come, let ’ e our busy care, 

So wisely to direct our love as no Wight else beware. 

Now for the play : 

1. And bring thee cordes made like a tackling stairs 
Must be my convoy in the secret night. 

2. I must another way 

To fetch a ladder, by which you, love, 

Must climb a bird's nest soon when it is darke. 

3. Leap to these arms untalked of and unseen. 

The quotations thus made will be sufiicient to show the close attention paid by the 
author of the play, both to the substance of the story and language of the old poem, 
through this particular portion of the drama; for the remainder, not coming within 
the present purpose, has not been examined and collated with the same scrupulous 
and verbal minuteness. 

The crux criticorum in this passage is in the word ‘runaway,^ which, being con- 
sidered to be a corrupt reading, has been rejected, and many words by conjecture 
substituted by ingenious persons,* much pleased and satisfied with their separate 
offspring, and not wanting in due parental affection to recommend them to public 
favour. From all such persons I am, however, obliged to differ, as I consider * run- 
away* to be the true, authentic, and original expression of Sh., and that by him it is 
here used in the sense of Cupid or I.ove. 

Now, there are two things which Juliet stands in need of, to secure the success of 
her amorous projects and adventures — i. e., that night should come and that Cupid 
should be blind ; or, in other words, that the deeds of love should be hidden in 
darkness from the eyes and observation of the world. In a line that follows, she 
says, what is explanatory of the former one : * If love be blind It best agrees with 
Night.* Now, what says the elder poem ? 

* Contented both, and yet uncontented still, 

Till Night and Venus' child give leave this wedding to fulfill.* 

Thus the success of Juliet’s designs depended on the junction of Night and Cupid 
in the poem as well as in the play. But then comes the question. Why is Love or 
Cupid called Runaway? Now, Love is the SpaTrirr/g of the Greek poets; arxd 

* 1 am more and more convinced of the truth of an observation made by a first-rate critic and scholar 
of the last age, — * Pauci sunt, qui de bonis correctionibus bene judicare possiut.* Nor is it ^ less rare 
gift, * spuria discemere a germanis.’ 
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what is the interpretation of dpairhijQ in the dictionaries ? — Rtinaway. Again, he is 
the * amor fiigitivus' of the Latin poets. How is that word explained ? — Runaway, 
What is Cotgrave’s translation of fugiive ? — Again, Runaway. It is the usual word. 
‘When Cupid with his smacking whip issueth forth to runne.'* It must also be 
observed, that it was necessary that the term should be varied, as Love is mentioned 
not less than ei^ht times in this passage; and had he been designated here by his 
nseca^^Cupid^ that mythological term, joined to Phcebus and Phaeton, would have given 
it an unnaturally stiff and learned air. It must be especially observed^ that this speech 
is made by Juliet in a very excited and elevated state of mind, absorbed entirely 
with the hopes of possessing Romeo, and of gratifying her youthful and iini)etucus 
passion for him. Full of impatient feelings, of rapid transitions of hope and fear, 
hope of enjoyment and fear of discovery, strongly excited desires, gay voluptuous 
thoughts, leading to wild extravagant fancies, she takes up with the first image and 
expression that presented itself most forcibly, till, in the picture of ‘ cutting Romeo 
into little stars,’ her fancy loses itself in its own hurried combinations, and gives 
unrestrained scope and license to its wanderings. Under these circumstances, it 
seems to me the very characlerislic word which gives its effect to the whole passage, 
and is most apt and beautiful in its wild expression of gaiety, which is emblematic 
of the state of her mind, approaching, as she then believes, to the consummation of 
all her desires; and at length, in the ardency of youth, only mentioning her doubts 
and fears one moment, in order to forget them the next. 

It is perhaps unnecessary to say, that the word ‘ runaway’ is used elsewhere by Sli, 
in the Mer. of Fen. and in Afid. N. D. I have somewhere read, that a passage has 
been discovered in some poems, in which Cupid is called Runaxvay. This is well ; 
but I do not feel in want of any additional support to convince me that it is the very 
identical word demanded, — that it sheds a pleasing and gay light which colours the 
whole passage with its proper hue, — that no word could be sulistituted for it without 
deeply impairing the poetical truth; and lastly, that Sh. himself placed it there. 

It may also be observed that this interpretation preserves the authentic reading of 
the text — RunaivayeSy whereas many of the conjectural readings render it neces- 
sary to alter it to Runaway, a license not without sufficient cause to be admitted. I 
therefore, so far as my influence extends, cannot agree to this word being removed 
for the substitution of any other that has been suggested, or for any reason hitherto 
alleged. 

1. It is a word much more commonly in use in Sh.’s day than in ours. 

2. It is a familiar, playful, fanciful name, suited to moments, as these, of pleasing 
excitement, hurried thought and joy. 

3. It is the English translation of fugitivus, by which Cupid is as well known as 
Jupiter by the title of ‘ The Thunderer,’ Neptune ‘ The Trident Bearer,’ Diana ‘ The 
Huntress,’ &c., the ‘ epitheton perpetuum’ standing for the ‘ nomen.’ 

4. It is an epithet applied to him [fugitivo) by the Italian poets, and this is an 
Italian story. 

5. It is used as an emblem, in which his history, and habits, and nature are 
desci ibed. 

6. Lastly, it is the word established in the text of all the old editions. 

• ‘ Only our love hath no decay. 

Running, it never runs from us away.' — Donnb. 

* Yet, shepherd, what is love, I pray ? 

It is a thing wiU soon away.' — England's Helicon, p. 90. 
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Geo. Lunt Three Eras of New Ev^land* &c., Boston, 1857, p. 258). Now, 
in order to explain this passage, if pow. ic, let us resolve it into different language, 
conveying precisel} the same ideas throughout; and it may stand thus: Make your 
best haste, O swift steeds the sun, to stalled for ^he night, at die mansion nf 
Pheebus, in the West. If such a wagoner as Phaeton once of old was, only had the 
reins, he would put you to your mettle, and, under uij whip, would you dash through 
heaven to your place of rest, and bring on fU£,ht at once. Now, let it be so, love- 
performing Night ! Thus, now, af then, quickly spread thy close curtain that run- 
away" eyes may wink ! Such be the speed ! Let this fiery chari " ec" — this runaway 
wagoner, — this Phaeton, runaway with by the steeds of the sun, — perform the sane 
feat now (successfully), — forthwith let him wirk, — close his eyes — sleep — be it speed- 
ily, night, — that under its shadow Romeo may — ‘ Leap to these arms untalked of 
and unseen.* 

This I conceive to have been the course of thought in Sh.’s mind. The metonomy 
in the last line constitutes no objection .0 tids explanation. ‘ Unseen* would be the 
ordinary consequence of darkness, and so, therefore, would be ‘untalked of;’ and, 
although observation in the natural course of events would precede discussion, — yet, 
for poetical purposes, surely nothing can be more common than such a reversal of 
the actual ‘order of their going.* The word ‘wink* of course is used for sleep, in 
the common sense in which we employ it — e.g.y I have not slept a wink. 

And although I do not conceive, in regard to this or to any other passage of Sh., 
that it is essential for s to make it as precisely and consecutively consequential as 
the propositions of a syllogism, yet, on the other hand, if it be objected that, whether 
Phoebus or Phaeton drive the chariot of heaven through its stages, it is the absence 
of the sun which causes night, — and that, therefore, in the order of nature it is not 
logically consecutive, to supplicate Night to spread her curtain in order that the eyes 
of him may wink whose metaphorical retirement to repose is simultaneous and coin- 
cident with the action prayed for, and who is, of himself, the potential cause of this 
very effect of darkness, yet, figuratively speaking, and in reference to the personifi- 
cation of the sun, as Phoebus or Phaeton, it was sufficiently so, and indeed it was 
strictly accurate for the poet so to form the im.agination of it, and so to beseech Night 
to draw her curtain over the face of things, after Heaven’s charioteer had completed 
his course and stabled his steeds; and especially as, in this instance, after his some- 
what breakneck drive, he might, not unreasonably, be thought in need of his natural 
rest. 

Although, therefore, in conceiving of the ordinary succession of day and night, 
regarded as natural events, we are conscious that only upon the winking of ‘ day’s 
garish eye’ does night ensue, — and the obvious idea, in this aspect of the case, is, 
not that the winking in question follows upon but accompanies the coming on of 
night, — yet, otherwise, when we think of the sun as Phoebus, or, as in this instance, 
as Phaeton, driving his car to the west as his goal, — which presents the image of 
‘ civil-suited Night’ coming forward to spread her close curtain behind him, only 
when the wagoner has arrived at his wonted mansion, and has disappeareil within. 

The observation of Heath, therefore, on Warburton’s note, though literally cor- 
rect, is not poetically so. In fact, Juliet only hints at greater sf)ecd, rather than 
complains of the tardiness of the sun. She addresses his coursers as fieiy -footed 
steeds ; but rapi'd as is the movement of these flaming horses, still she would be glad 
to hasten their speed. The regular flight of time, to be sure, is not fast enough for 
her I In this consists the incompleteness and therefore the fallacy ol Warburton’s 
3.^ Z 
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theory. However swiftly the sun, — Phcebus himself, — fulfills his ordinary course, 
under his government the procession of the hours is uniform and orderly; and the 
pace, though rapid, subject to strict guidance and control. In no proper sense, con* 
sequently, can the sun itself be demonstrated a ‘ runaway,^ and ergo, as our friend 
Launcelot Gobbo would say, Sh. did not thus offend against propriety and the nature 
of things. But upon the fancy of Juliet, yearning as she was for the moment when 
she was to be with her lover, flashed the idea of that irregular, meteoric race through 
the skies which once called for the intervention of Jove’s dread thunderbolt to stay 
its progress ; and if the unskillful charioteer on this occasion were not a ‘ runaway,’ 
and, par excellence, the runaway, in this special connection when we are speaking 
of the flight of time, and seeking to accelerate its progress, we know not where Sh. 
could have looked for so fit an example; esjiecially when this runaway sally is the 
very subject of his fancy ; and its chief actor is the very agent Juliet instances, and, 
we presume, is wishing for, to hasten matters to the conclusion she so desired. For 
in her fantastical imagination at the hint of the name, Pha*bus becomes Phaeton ; this 
idea fills her mind, and she thus pursues the chain of thought. 

The truth is, Warburton is the only one of the Sh. commentators who seems to 
have had a glimpse of the poet’s idea in this passage. But though it is strange that 
what seems so obvious should not have occurred to a scholai like himself, apparently 
his mind was not of a sufficiently poetical texture fully to apprehend the association 
of thought in the text. Most other theories seem little better than ingenious trifling. 

The whole speech, in fact, is characteristically girlish, love-sick, extravagant, 
erratic, Phaetonic. We must not here, then, retpiire Sh. to produce in detail every 
minute link in the chain of his earth-embracing and heaven-embracing associa- 
tions, in order to enable inconsiderate eyes to follow the fliglit of his imagina- 
tion ; and he, we will suppose, imagined us capable of catching some flashes of his 
meaning when his fancy touched into being those seeming wayward and intricate, 
but still ever intermingling and harmonious, shapes of light. 

Dyce (ed. i). Mr. Grant White remarks that “‘Rumor” was spelt rumoure in 
Sh.’s day, and the possessive case ruvioures, of course but is directly opposed to 
such a conclusion ; in it the substantive * rumour,’ which occurs twenty-one times, IS 
AT.WAYS srKLT either ‘rumour’ or ‘rumor,’ — in the plural, either ‘rumours’ or 
‘ rumors.’ Nor can I see any probability that ‘ rumour’s,’ in whatsoever manner 
spelt, should have been mistaken for ‘ nmnawayes.’ Besides, though writers fre- 
quently make mention of Rumour’s tongues or tongue (so our author in the Induc- 
tion to 2 lien. IV, ‘From Rumour's tongues' &c., and in King John IV, ii, 123, 
‘ but this from rumovr^s tongue 1 idly heard, &c.), they never, I believe, allude to 
Rumour’s eyes except when they are describing that personage in detail. 

In my ^Remarks' &c., I offered two restorations; and in my ^Few Notes' &c., I 
started a third one. (Comjiare ‘ Saucie roauing eye. What whisperst in my brain 
that she is faire?’ — Heywood’s 2 King Ediv. IV, 1O05.) The first of these I have 
now inserted in the text, and I have given it the preference to all the other readings 
yet proposed, not from any overween ing^fondness for my own conjecture, but because 
it comes indisputably nearest to the ductus lite>'aru 7 n of the old corruption. I must 
not omit to add that it also occurred to a gentleman, who, not aware that it was 
already in print, communicated it to * Notes and Queries' for Sept. 1853, p. 216. Mr. 
Mitford, indeed, objects to it that ‘ “ Day’s eyes” would wink whether the night was 
cloudy or clear; so the force of “ cloudy” would be lost by this reading,’ — an objection 
which can ies no weight, for the present address to Night is certainly to be consid- 
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ered as distinct from t''e lines -whic^ . recede it. A;jain, Mr. Grant White is of 
opinion that ‘ all the suggestions, except Rumor's, fail to meet the demands of the 
context, ^^untalRd of and unse * But 1 do not allow mat such is the case with 
* rude dafs eyes;* for poet^^ represents as o0icious intelligencer; and wh' n 
once her eyes were closed, Romeo would come to JvUet ^untaWd of,’ as well as 
unseen, by the citizenL of Verona. 

The passages in our e^irly poets about Ntg.it s’^^r-adiorr her curtains, a..d Day 
closing her eyes, are num^'rous ; ’ so in Dray^^ n, Baron's Warres [cited p. 369], 
(This stanza goes far to support the re.-ding ‘ rude day's eyes'.) Nr ought any one 
to urge against the reading, ‘ That rude day's eyes may wink, and Ro'^ieo,' &c., that 
it makes Romeo a trisyllable, while afterwar^’s in tliis speech that name occurs as a 
dissyllabic; for elsewhere we find * Romeo' used both as a dissyllable and a trisyllable 
in the same speech. So in III, i, 145, 146, Romeo is a dissyllable; in 157, a trisyl- 
lable; in 163, a trisyllable; in 167, a dissyllable. In III, iii, 138, a trisyllable ; in 
140, a dissyllable. In IV, iii, 27, 35, a aiss^ liable; in 31, a trisyllable. 

Mary C. Clarke (‘tV. and Q.,' 2d ser., vol. v, p. 270, 1858). * Runnawayes* has 
by all the commentators been pronounced to be a misprint, although by a forced and 
far-fetched interpretation it might be supposed to refer to the * fiery-footed steeds,’ the 
horses of the sun alluded to in the first line of Juliet’s speech. The reading which 
has struck me is, * That sumiy day's eyes,’ &c. This would give the same rhythm as the 
old editions. It is nearest both in sound and appearance to ‘nm-awayes’ — sound, 
if the transcriber froui stage delivery made a mistake of car; appearance, if the 
printer made a mistake of sight. The epithet ‘sunny,’ as applied to day, forms an 
antithesis with the epithet * cloudy’ as applied to night. ‘ Sunny’ also involves the 
effect of glare, which suggests the verb to ‘wink.’ And, moreover, the impersona- 
tion of day, with its light and its sunshine, accords with the tenour of the speech 
throughout, which deprecates all three, while invoking night and its opposite attri- 
butes. To conclude, I cannot help thinking that ‘ siinny-days,* as taken in connec- 
tion wdth the whole speech, is most in the manner of Sh., who (especially in his 
earlier plays, one of which Rom. & Jul. is supposed to be) has shown fondness for 
the poetical conceit, wdth antithetical style, maintained through entire passages. 

Coll. (ed. 2). There have certainly been more suggestions than there are letters 
In this word. It is generally admitted that 7 ’un-awayes must be wrong. From 
whom does Juliet wish that her proceedings with Romeo should be concealed? 
From the members of the two hostile families — their ‘ enemies;’ and this word is 
inserted by the (MS.), where it is spelt enemyes : if it had been spelt ennemyes, as it 
W’^as then sometimes written, the misprint w'ould have appeared more easy. We are 
satisfied that ‘ enemies’ is the language of Sh. not merely because it is found in the 
(MS.), but because it is the very word required in the place. Nearly every com- 
mentator has broached his own conjecture, some of them so unfortunate that it 
seemed an exertion of at least equal courage and ingenuity to produce them. We 
were formerly in favour of Jackson’s unawares, which certainly comes nearest to 
the letters, but the claims of ‘ enemies,’ suiting as it does both meaning and measure, 
and reaching us on the authoiity of the (MS.), seem to us superior to all others. 

Walker. Read Cynthia's.* Cinthiacs — runawaies. Possibly, indeed, the word 


• Lkttsom {Foot note to Walker’s note'). Was Middleton thinking of this passage in writing Blurt, 
Master Constable, iii, x, ad fin. t [cited by Staunton, p. 381]. Since writing the above I have seen that 
Mr. Staunton has quoted the passage from Middleton to s that the moon may be meant by run 
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may have been written by mistake without a capital, cinthiais ; as in Tam. the 
Shrew, II, i, 351, * My hangings all of Tyrian tapestry,* the folio has tirian (though 
this sort of a^d?i./ia is rare) j which would render the error more easy. This passage 
in Pericles, quoted by the writer in the Gent. Mag. for 1845, might have led him to 
the true reading. [See p. 370.] 

Mommskn Prolegomena^ p. 123, 1859). That this word is corrupt is manifest in 
many ways ; it is not only injurious to the sense, but is intelligible only at the best 
by a very strained explanation. In none of the interpretations and conjectures,* 
made though they be with no little labour and acuteness, have I any faith except 
in enemies of Coll. (MS.), which, both for the requirements of sense and rhythm, is 
equally beautiful, and which corresponds in the most noteworthy way with the fol- 
lowing words of Spenser — words undoubtedly floating through the mind of the poet, 
and tripping on all tongues since 1595 : 

* Now welcome Night 1 thou Night so long expected 

Spread thy broad wing over my Love and me 

That no man may us see.* (Epithalam. 3J9.)t 

In my opinion there can be no doubt that we must read * enemies’ eyes,’ and it is 
none the worse that it is more simple. 

Grant White (1861). No one of the many emendations that have been proposed 
ever elicited my spontaneous recognition, and the best of them have equally failed 
to satisfy my deliberate judgment. The efforts to explain the passage as it stands 
are, with perhaps one exception, hardly less unsatisfactoi7. But I am inclined to think 
that the true view of the passage was taken by the first editor who examined it— 
Warburton. To lieath’s much-appi’oved censure of this explanation, the conclusive 
reply is, that the previous address to the horses of the sun would naturally suggest 
an allusion to the sun himself in this invocation, which is to Night; and that the 
fact that the sun is necessarily absent as soon as night begins is the veiy reason 
why yulict, if she desired his absence, actual or potential, should invoke night’s 
presence. 

But there are other reasons than those suggested by Warburton for believing that 
Phoebus is the runaway meant by yulict. For this closing of the eyes of watchful, 
babbling day — typified by the god of day — would completely satisfy yulieVs earnest 
wish that Romeo might come to her ‘ untalked of and unseen.’ She begs Night to 
spread her curtains that sleep may fall upon the eyes of day — a fancy not uncommon 
with the poets. See, for instance, this passage from Drayton’s Barons Warres: 
[See Dyce’s note, p. 369. Ed.]. That ‘ wink’ was commonly used when Sh. wrote, 


mway. My notion was, and is, that Middleton read Cynthia's in Romeo and Juliet, and framed his 
imitation accordingly. 

• The American, Richard Grant White, has devoted more than fourteen octavo pages to the emen- 
dation of this passage. But however valuable many of his objections to other conjectures may be, his 
own Rumour's (which Heath also had made) is neither rhythmically so tolerable as the syncopated 
enemies with its fine strong arsis, nor even probable according to the ductus hterarum {diphmatisch)^ 
since words in or Sh. never wrote oure, therefore the misprint runawayes cannot by any means resem- 
ble rumoures. The other conjectures there made rumourous or rumourers* would all be more plausi- 
ble than Rumoures. I notice that Dyce has made the same objection to Rumour ; but Dyce’s own 
conjecture, rude day's, is not, phonetically, nearly as pleasing as Collier’s (MS.). The reminiscence 
from Spenser (which no one seems to have noticed) is also opposed to it. 

t See the further development of this reference in my article ; Die Kunst des deutschen Ueberset*- 
ers, u. 8. w. Leipzig, Gumprecht, 1858, p. 33, 34. When I wrote it (1855) 1 had not yet seen G. 
White’s Note, with which I coincide in the refutation of Halpin. 
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(as, indeed, it is even n^- w,) to mean sleep, is so well known as to make citations in 
support of that use of it seem quite supfr^^uous. But here are two passages in point; 

* When most l wink th'*n d *> m3' eyes best see ; 

For ai* the day they vie ■ thii^s anrespected, 

But wiien I sleep, m drams d»ey look on thee.’— xliii. 

*But this I am sure, ihnt ICuphues conrlusion was ♦His, btt.^eene waking and winking, &c. 

And thus they w'ith long talking waxed weary, where ."lea e them, not willing to .alke any Lin<yer, but 
to slee^ie their fils till morning.’ — Euphu*.^.i„nd his Englatid, Sig v, ed. 1597. 

The -e is, however, yet anollier reason, cqilaliy cogent with a*' , the foregoing, 
and of a very diifcrent nature, for believing that Phtebus is the runaway upon who'-e 
eyes Juliet wishes the blindness of silence-bnnging sleep to fall; and this is found 
in the traces left of the augmentation and correction of the play before the piiiiling 
of Q,. For in (Q,) this invocation to Night does not appear, qply the brief address 
to Phoebus’s steeds with the allusion to cloudy Night in the last Lne. Now, in that 
version Juliet calls upon the horses o^ the sun to hasten to ‘ Phoebus mansion 
but with the addition of the invocation to Night, and the promptly-uttered wish that 
the eyes of Day should close in sleep upon the spreading of her curtains, we find 

* Phoebus mansion’ changed to * Phoebus lodgin ^^ — a variation so delicate, an adapta- 
tion of the old fancy to the new so felicitous, the introduction of a leading thought 
so subtle and yet so clear in purpose, that to believe it accidental would derogate 
too much from Sh.’s skill, and tax too far the stretch of our credulity. And that the 
invocation to Night \ s not accidentally omitted from (Q,), but was an addition to 
the first version of the tragedy, seems very clear, because both in Brooke’s poem and 
Paynter’s prose tale, which Sh. so closely followed, there are the following allusions 
to that lover’s desire for the quick setting of the sun and the spreading of night’s 
shadow which the four lines of Juliet's speech found in (QJ so fully express: 

* So that I deeme, if they might have (as of Alcume we heare) 

The sun bond to theyr will, if they the heavens might gyde, 

Black shade of night and doubled dark should straight all over hyde.’— 

Romeus and yuliet, ed. Collier, p. 39. 

• for every minute of an hour seemed to them a thousande yeares, so that if they had power to 

commaund the heauens (as losua did the sunne), the earth had incontinently bene shadowed wyth 
darkest cloudes .’ — Palace 0/ Pleasure^ ed. Hazlewood, vol. li, p. 360. 

And again in the morning : 

‘ The hastiness of Phoebus’ steeds in great despyte they blame.* 

Romeus and JulieU ed. Collier, p. 31. 

But m neither poem nor tale is there germ of the impassioned invocation to Night 
which first appeared in the ‘ augmented’ Q^. 

Nevertheless, the designation of Phoebus, or any other god or person, as runaway, 
absolutely, and without any defining article, is so abrupt and strange that it is not 
surprising that efforts have been made to find another meaning for the passage. The 
most plausible of the many suggestions which have been made are — the Rev. Mr. 
Halpin’s; Mr. Robert Mes.singer’s, of New York (in a letter to me), that ‘run- 
aways’ means ‘ those who run in the w’ay, runagates, vagabonds and Douce’s. The 
second of these explanations might perhaps be worthier of consideration, were it not 
for the facts that, at the period when this tragedy was written, * runaway’ appears to 
have been used only to mean one who ran away, and that ‘ runagate,’ which had the 
same meaning then that it has now, would have suited the verse quite as well as 

* runaway;’ while Douce’s, although it suggests the view which Juliet would b# 

* 3 * 
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likely to take of her position towards her parents, is entirely inconsistent with the 
passionful longing which this soliloquy expresses with such a singular union of direct- 
ness and modesty, and which is its informing motive. For, as we have seen, * wink* 
in this passage means (and in fact, as the winking was to be the consequence of the 
spreading of night’s close curtains, it can only mean) sleep; and that Juliei should 
desire either Romeo or herself to be asleep at the time when she wishes that run- 
away’s eyes may wink, is a supposition not to be entertained for a moment. 

Eu(iENE J. Brady (W. and ^.,* 2d series, vol. xii, p. 85, 1861). I have just dis- 
covered the original reading of this passage. Juliet invokes Night instantly to come, 
that the sun may be compelled to close his eyes. The poet’s words were certainly 
these ; * sun-awake’s eyes.’ 

F. A. Leo and Q.* 3d ser., vol. i, p. 363, 1862). The Sh. scholars of three 
centuries have published so many more or less ingenious notes about Juliefs run^ 
away^ and yet the question is so far from getting a right answer, that it will do no 
harm to any one if a very little and modest note tries to give it ; — probably with the 
same effect as the other notes did. If we take in view, the four last letters of ‘ run- 
awayes’ are nearly the same as the letters of the next word, ‘ eyes,’ it wiU not be 
throughout unjustified to suppose that the repetition of these four letters (for a and e 
are very easily changed) results from an error of the compositor; and that the real 
word in question, or rather the mutilated word only, is * runnawayes,’ and not * run- 
nawayes eyes.’ Now, in reading Juliet’s solilocjuy we find that she wants not merely 
* night,’ but quite directly ‘ cloudy’ night ;’ she is of opinion that * Lovers can see to 
do their amorous rites By their own beauties.’ She calls the night a ‘ Sober-suited 

matron, all in black’ and a ‘ black-browed night.’ In short, she wants all as 

dark as possible, and probably will have nothing to do with the inquisitive, importu- 
nate, and prating moonlight. The ‘ close curtain’ therefore are, as I suppose, the 
clouds, which shall make wink the moon’s eyes; and Juliet says : ‘ Spread thy close 
curtain, love-performing night’ (and then lifting up her hand to the moon and the 
stars), * That yonder eyes may wink.’ If we now remember that the Qq generally 
are published after some short-hand writing, — that, as Collier says, * The person or 
persons who prepared the transciipts of the plays for the printer, wrote by the ear 
and not by the eye : they heard the dialogue and wrote it down as it struck them,’— 
the difference in some of the letters in the two words 
r u n n a w ay e s, 
yonder eyes, 

will not be of any importance ; if we state the possibility that one could believe to 
hear pronounced ‘ runnawayes,’ while the other said ‘ yonder eyes.’ (It is not to be 
forgotten that many F.nglishmcn pronounce w instead of r—gweat for g7-eat !) For 
the rest let me say, without laying a great stress on it, that Sh. twice in Rom. and 
Jut. uses the word ‘ yonder’ with regard to the moon and to the heaven, for ‘ by 
yonder blessed moon I swear.’ 

One word more for those who mean that the sun is not yet gone : And that Juliet, 
therefore, cannot lift up her hand to the moon. Well ! she lifts up her hand to the 
cause of light, may that be the sun or the moon, and * yonder eyes’ is an epithet 
quite as fit for the one as for the other. But it is to be understood that, if Juliet 
speaks of the sun's eyes, the * close curtain’ can be as well (and even better) tlie 
darkness as the clouds. 

And now let it go. You conceive that I believe my emendation to be the best, 
for else I would not have published it ; but that is not enough, and I am exceedingly 
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desi ons to know whether the authorise- of Sh. criticisu laugh at my notes or accept 
its contents. 

Stylites and Qu.,' 3d ^.r., vol. ii, p. 02, 1862). It is impossible not to be 
str’ick with the ingenuity of Mr. Leo’s ucrgesnon^ but I v, ould remark that if the 
'eyes’ of which Juliet speaks are to be referred to th sun, there is no need of any 
alteration of the receiir^d text, a liberty ah a) to be avoided as rr.uch as possible. . . . 
Now, if Sh. calls night (in Me*, of Yen., II, v., a;) a ‘nmaway’ in reteience to 
approaching day, he may weU Utake Ju^^et 'all day, or the sun, a ‘ run away’ in 
reference to approaching night, ^iut I confess to hnve always aou ed whether any 
metaphor was ever intended here, and wdiether ' runaways’ is not the genitive plu^al^ 
and does not allude to misch’cvous spies. In London it was common enough, 
formerly, before the establishment of the police force, for yo’mg tads (the Parisians 
would call them gamins) to knock at a street door, or tie a cat Or dog to the knocker, 
and make their escape after having enjetyed the astonishment of the servant. These 
boys were called ‘runaways,’ and the acivuiit would call their exploit ‘a runaway’s 
knock.’ I have been told chat in some country neighborhoods boys of a similar 
character arc fond of spying out sweethearts’ assignations and playing a very unwel- 
come third at their meetings, darting upon them at the most inopportune moments, 
and running away to avoid the vengeance of the disappointed swain. If such a 
practice [)i*evailed at Stratford in Sh.’s time, he was quite capable of transferring it 
to Italy, and of representing Juliet as fearful that her lover’s steps might be watched 
by these troublesome urchins and traced to her door. 

IIali.iwell. This passage in the soliloquy of Juliet, in which her unlimited pas- 
sion resolves itself into a storm of rapture, deserves to be viewed through this special 
position — that Love is blind, and that Cupid himself would blush did lovers see ‘the 
pretty follies that themselves commit.’ So thought Jessica, when attired in the cos- 
tume of the other sex, and Juliet’s ardent and tumultuous expression of affection 
must be rcfeired to a somewhat more obscure delineation of the same belief. The 
prayer of the lover is for secresy and rapidity, sccresy during the celebration of their 
rites, and the speedy npproach of night to overshadow the eyes of Love. Her 
desire is for the departure of day — ‘bring in cloudy night immediately;’ for con- 
cealment, 07 i/f a secondaty wish — ‘ Spread thy close curtains, love-performing night.* 
But why ? There can only be one answer, — that the eyes of the god of Love may 
be closed, and Romeo reach his love ‘ untalkcd of and unseen.’ Lovers can see by 
their own beauties, or, if Love be hlitid, ‘ It best agrees with night.’ The ‘ strange 
love,’ afterwards mentioned, is the generic idea, not the divinity here intended. Run- 
away was a common pet name for Cupid, and the authenticity of the word is beyond 
all doubt, and not one of the conjectural emendations can be ado]:ilcd without de- 
stroying the poetical beauty of the p.assage in which it occurs. But it could be sub- 
stantiated by a reductio ad absurdiun, for suppose that night, or Juliet, be intended, 
and we .at once arrive at an imjwssibiliiy, or, to say the least, at a foolish tautology. 
Let night spread her close curtains that night may sleep and Romeo find his Juliet! 
Where is there in this the congruity so invariably observed by .Sh. in similar flights 
of his luxuriant fancy? The conjecture that Juliet is the Runaway implies a still 
greater absurdity, no less than that of her desiring to slumber at the very time of the 
approach of what she so eagerly desires. 

Dyce (ed. 2). The Rev. W. R. Arrowsmith, after alluding to ‘the prodigious 
guesses at a substitute for “runaways” and the extravagant spccuLations touching the 
persons to whom it refers,’ writes thus : ‘ It is supposed that to wink means only to 
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connive; whereas, besides this its stricter sense, it also often signifies to close the eyei 
in sleep, in sound sleep. But however that may be, whether ignorance of such 
usage be at the bottom of their trouble with the recorded text or not, I defy the 
queasiest objector of them all to produce one solid reason for questioning the pro- 
priety of Sh.’s expressing the desired secresy of Romeo’s visit by the darkness, 
under cover of which runaways, L fugitives, may sleep secure from surprise, that 
shall not tell with equal force against the propriety of his expressing the quickness 
of a lover’s hearing, by what is inaudible to the “suspicious head of theft” (Love’s 
L. L., IV, iii, 336). The conditions of secresy in that case, and of silence in this, 
could not be exemplified by instances more happy in themselves, or more nearly 
allied to each other.’ — The Editor of * Notes and Queries^ and his friend Mr, 
Singer, &:c., p. ii. — I have only to add that my conviction of ‘runnawayes’ being a 
gross corruption remains unshaken. 

Knight (ed. 2) gives the substance of his note in (ed. i), except that he does not 
say that Zachary Jackson *set the matter straight.’ He also states that Mr. Collier 
adopted Zachary Jackson’s emendation, and then quotes Dyce’s objection thereto 
and adds: There is much force in this objection. One more conjecture: change a 
letter, and put a comma instead of the genitive s: * That sun away' &c. 

Cartwright {^^Nezv Readings of Sh' &c., p. 32, Lond., 1866). Read no man's 
and peep, * Nor heaven peep through the blanket of the dark.’ The old eds. have 
runnawayes und^eep; the main error seems to lie in the repetition of eyes, — ‘ ayes 
eyes;’ perhaps the word was accidentally repealed in the MS., and hence the 
corruption. 

Massey [^Shakespeare's Sonnets,' p. 601, 1866). To my thinking, the old read- 
ing, with Juliet as Runaway, is a most golden one; subtly Shakespearian; the 
passage, poetically, playfully perfect. Juliet is the Runaway! She has runaway 
from the parental authority and from her duty as a daughter. She has run away 
from the arms of father and mother to the bosom of her lover. She has run away to 
be secretly married, and is now waiting to run into the embrace of her husband. No 
word could be more characteristic than this when applied by Juliet to heisclf. ‘ Rude 
day’s eyes’ may easily be shown to be an impossible reading. Juliet would not wish 
the eyes of day to 7 umk if she wanted them to close altogether. Besides, the closing 
of day’s eyes would of course be included in the coming of night, and it is not 
Sh.’s habit to state that which is already implied. This rejection of Juliet as ‘ Run- 
away,’ and the vulgar public appeal to day, &c., show that the critics have totally 
misapprehended the whole speech, and grossly misinterpreted the character of the 
speaker. They have assumed that the sole incentive of this appeal for night to come 
was Juliet’s eagerness for the perfecting of her marriage. It is not so. That would 
make of Juliet a forward wanton, and of her speech an invocation most immodest, 
whereas her ajipeal to Night is for protection, for its darkness to drop a veil that will, 
as it were, hide her from herself. She is naturally desirous for Romeo’s coming, but 
her great anxiety for the night’s coming is the sensitiveness of modesty. The appeal 
is for Night to curtain round the bridal bed, for the Night to teach her how to lose a 
winning match, for the Night to * hood her unmann’d blood’ as the eyes of the 
falcon aie covered up. This is the governing thought of the speech, therefore it was 
of the first dramatic necessity that an early cue should be given. And so, aftei the 
first passionate outburst, the Poet makes Juliet wish the Night to come, that her eyes 
may *wink,' — i. e., may be bashfully veiled in the shadow of the darkness, so that she 
can modestly countenance her husband’s coming. The critics would deprive the 
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speech of its mood ind'cative, the ch^r^cter of a sugj;;estion which was meant to 
guard it, a thought that acts like a bri^i veil — a touch that gives to the invocation 
the tint of virgin crimson, witho which the speech would oe positively barefaced. 
They have been looking tQC outwardly; d veiling top niuch cn the assumed content 
of night and day, and have missed the dramatic motive and the mor»' precious per- 
sonal context. Juliet was not looki.ig quit'' S' mucli abroad as trey have been; her 
thought was mori inward and h^d a more prwa e app’-opniateness ; her leeling is 
altogether more maidenly ♦han h..5 been sup'^osed. Other reasons and illustra- 
tions might be adduced to show that the old eds. have given us Sh.’s leaning, which 
cannot be mended. After what the Nurse tells us of her young Lo ly’s pleasa..t 
conceit in coupling the names of ‘ Rosemai*) ’ and * Romeo,’ it is very characteristic 
for Juliet to match the names of Runaway and Romeo in loving alliteration. Also, 
the coupling of he*" name in some shape or other with ‘ Romeos’ in the lines quoted, 
is of infinitely the greater necessity. She wants the night to iold in the pair of 
lovers, and would not leave herself out. The * and Romeo’ is, of itself, sufficient to 
tell us that Runaway must be Juliet. Lastly, to come to that surface comparison, 
beyond wdiich the critics have so seldom gone for illustrations, the thought in the 
Poet’s mind respecting maiden modesty winking at marriage may be proved conclu- 
sively by reference to the play of Hen. V ; V, ii, 422 : 

'Bur. Can you blame her then, being a maid yet rosed over with the virgin crimson of modesty, 

if she deny the aiipearance of a naked blind boy? 

K. Hen. Yet they do wink and yields as love is blind and enforces . . . Then good my lord, teach 
your cousin to consent winking' 

Here is a sufficient exemplification of Sh.’s meaning in making the appeal for 
night .0 come, that Juliet’s (the naughty Runaway’s) eyes may wink under the cover 
of its darkness, as well as Romeo’s visit be perfectly secret. 

Keighti^ky {^Expository 1S67). I'hc ‘rude days’ of Dyce seems to me to be too 
young-ladyish for the aident and naive Juliet; and moreover, she had already called 
for the winking of day’s eye, i. e.y for sunset. Some sense might also be made of 
runagates, as persons wandering about by night; and still better of runabouts, z. 
word used by Marston (What you Will, III, i), and which I have placed in the text, 
as making tolerable sense and bearing resemblance to ‘runaways.’ Singer read 
rumourers, against which little objection can be made. My own opinion, to which 
I was led by Singer’s reading, and in which I find I had been anticipated by Heath 
and Grant White, is that the poet’s word may have been Rumour's. In the poem 
on which this play is founded, Juliet, when pondering before her marriage on what 
might be the consequence of admitting Romeo to a lover’s privilege, says : ‘Sol 
defiled, Report shall take her trump of black defame,’ &c. Now Sh. may have 
wished to preserve this imagery, and have substituted Rumour for Report for eupho- 
ny’s sake and other causes. Rumour, in effect, seems to have been the same as the 
classic Fame. In Sir Clyoinen and Sir Clamydes, a piece with which he was 
probably well acquainted, we meet ‘ Enter Rumour running,’ and tliis may have 
been in his mind when he was writing the Induction to 2 Hen. IV. In his other 
plays, also, he personifies both rumour and report, as in All’s Well, HI, ii, 130-132. 
He may also have had these lines of Phaer’s Virgil in his mind : 

•At night she [Fame] walks, nor slumber sweet doth take, nor never sleeps, 

By day on houses* tops she sits, and gates or towers she keeps. 

On watching-towers she climbs, and cities great she makes aghast, 

Both truth and falsehood forth she tells, and lies abroad doth cast’ 
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We may, then, fancy Juliet to suppose that Rumour was on the watch to defeat and 
expose her, and she wishes that the gloom may be so intense that her eyes must wink 
perforce, and so Romeo may leap to her arms unseen, and their union remain undi- 
vulged. There may also have been intended a play on the names Rumour and 
Romeo, like ‘ My concealed lady to our cancell’d love.’ — III, iii, 98. As Sh. 
undoubtedly knew French, he may have had these lines of Marot in his mind : 

* Car noire Nuict, qui des amants prend cure, 

Les couvrira de sa grand robbe obscure ; 

Et si rendra cependant endormis 

Ceux qui d* Amour sent mortelz ennemis.* — Eleg. xi. 

H. K. (*A^. and Q.j 3d sen, vol xii, p. 121, 1867). First. Why may it not mean 
the eyes of those prying pests of society, whose business and pleasure it is to lie ever 
on the watch for any faux pas on the part of their neighbours, and having seen one, 
to run away and spread the discovery through every ‘scandalous college’ of which 
they are members? Does not Juliet simply mean ; May the eyes of any watcher, 
lying perdu to run away with a report of our meeting, be made to wink, — be blinded 
in spite of their malicious acuteness, by the darkness, — and our interview conse- 
quently remain unseen and untalked of? ‘Untalked of’ seems to me conclusive 
that Juliet was afraid of somebody who could ‘ talk.’ So evidently thought the 
German translator, when he rendered the passage (one-volume Sh., Wien, 1826) : 
* damit das Auge Der Neubegier sich schliess’.’ To me this interpretation is the 
simplest and most satisfactory : but secondly, to bring out this meaning more unmis- 
takably, is it not possible that the second word is the one misprinted, — its first letter 
having also got accidentally tacked on to the preceding word ; and that we ought, 
instead of ‘ runaway’s eyes,’ to read ‘ runaway spies,’ or, with the alteration of only 
one letter, ‘ runawaye spyes* ? Every one notoriously loves his own brain-children 
too much; but I must say, if we are to alter at all, this alteration appears to me to 
be as reasonable and small as any hitherto suggested by bigger men than I. But I 
am quite content to gather the same meaning, without any alteration whatever, from 
the words as they stand. ‘Even the attempt,’ says Mr. Kekjiitlky, ‘to elucidate, 
if it be only a single word in our great dramatist, though mayhap a failure, is laud- 
able;’ and I therefore offer no apology for casting my small conjectural pebble on 
the huge cairn which commentators and critics have heaped over the bones of Sh. 

Clarke (^Cassell's Illust. Shf 1869). Wc leave ‘runaways” in the text because 
Sh. has used ‘runaway’ and ‘runaways’ elsewhere to express those who speed or fly 
away, and because it may be used here in reference to the horses of the sun (the 
‘flery-footed steeds’) as a poetical embodiment of Day. We at one time believed 
that ‘runawayes’ might be a misprint for ‘sunny day’s,’ but we now incline to think 
that the originally written word may have been ‘ curious’ or ‘ envious,’ more proba- 
bly the latter, as being in Sh.’s style of using a word with a double meaning; includ- 
ing the sense of envying her joys, and inimical, hostile, hating, malevolent. 

A. M’Ilvvaine [^Leisure Hoursy Feb. 1869, Pittsburg, Pa.) [Unfortunately, 1 
am prevented by lack of space from giving the arguments whereby Mr. M’llwaine 
supports his conclusions. Ed.] We have seen that the missing word is required to 
be of four syllables; that by it are characterized human ‘eyes,’ here implored to be 
soon given over to sleep ; and that it comprises some epithet descriptive of Day. In 
that space of four syllables her crowding thought makes vent by the expressiveness 
of a compound word (remarkably numerous in this Play), wherein Sh. has made 
Juliet speak of others out of the coloring of her own pa.ssion. Never before did 
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fixe S’m appear to her so slow. She is ii..patient with the * tedious’ day, and feels as 
if all the world must be equally tired lol its lingering. Iherefore she wishes Night 
to so spread itself that all eyes *n Verona could seek tliPir repose, and leave the 
hour to her and Romeo. , Vhis is the th' ai^ht vliiyh is precisely expressed by tl.e 
word which we have now to offer. Its adaptation, and perfect compliance with all 
the requisites, we think justify us in annoi ic* ’g it as an undoubted reading of Sh.’s 
MS., for the fust time Committed to the prcts. That ^un-aweary eyes.' Sun- 
aweary employs all the letters of ‘lunawayes* '"id no vtore. In two other instances 
has Sn. employed this same imagery with nearly the same combuia' jn of language. 
See 1 lien. IV : III, ii, 76-80, 85-88, and Macbeth V, v, 49. 


GARRICK’S VERSION, 

[The following is Garrick’s Version of the Death-scene, beginning at V, iU| 
1 18. Ed.] 

Rom, Soft I — she breathes and stirs ! 

JuL Where am I ? — Defend me, powers I 
Rom, She speaks, she lives, and we shall still be bless’d I 
My kind propitious stars o’erpay me now 
■'^or all my sorrows past — Rise, rise, my Juliet, 

And from this cave of death, this house of horror. 

Quick let me snatch thee to thy Romeo’s arms, 

There breathe a vital spirit in thy lips. 

And call thee back, my soul, to life and love. (Raises her.') 

Jul. Bless me ! how cold it is ! — Who’s there ? 

Rom. Thy husband ; 

*Tis thy Romeo, Juliet; rais’d from despair 
To joys unutterable ! — Quit, quit this place. 

And let us fly together — (Brings her front the Tomb,) 

Jul, Why do you force me so? — I’ll ne’er consent — 

My strength may fail me, but my will’s unmov’d — 

I’ll not wed Paris — Romeo is my husband. — 

Rom, Romeo is thy husband ; I am that Romeo, 

Nor all the opposing powers of earth or man 
Shall break our bonds, or tear thee from my heart. 

Jttl, I know that voice — Its magic sweetness wakes 
My tranced soul — I now remember well 

Each circumstance — O my lord, my husband ! — (Going to embrace him,) 

Dost thou avoid me, Romeo ? Let me touch 
Thy hand, and taste the cordial of thy lips — 

You fright me — Speak — O, let me hear some voice 
Besides my own, in this drear vault of death, 

Or I shall fiiint — Support me — 

Rom, O, I cannot; 
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I have no strength ; but want thy feeble aid.-— 

Cruel poison ! 

JuL Poison ! What means my lord ? Thy trembling voices 
Pale lips, and swimming eyes, — Death’s in thy face, 

Rom, It is indeed, — I struggle with him now 
The transports that I felt 
To hear thee speak, and see thy opening eyes. 

Stopped, for a moment, his impetuous course, 

And all my mind was happiness and thee ; — 

And now the poison rushes through my veins : — 

I have not time to tell, — 

Fate brought me to this place to take a last. 

Last farewell of my love, and with thee die. 

JuL Die ? — Was the friar false ? 

Rom. I know not that. — 

I thought thee dead ; distracted at the sight, — 

O fatal speed ! — drank poison, — ^kiss’d thy lips. 

And found within thy arms a precious grave ; — 

But, in that moment — O ! — 

Jul. And did I wake for this I 
Rom. My powers arc blasted ; 

*Twixt death and love Pm torn, I am distracted ; 

But death’s strongest. — And must I leave thee, Juliet ? — 

O cruel, cursed fate ! in sight of Heaven,— 

Jul. Thou rav’st ; lean on my breast. 

Rom. Fathers have flinty hearts, no tears can melt ’em; — 

Nature pleads in vain ; — Children must be wretched. 

Jul. O, my breaking heart 1 

Rom. She is my wife, — our hearts are twin’d together. — 

Capulet, forbear; — Paris, loose your hold; — 

Pull not our heart-strings thus ; — they crack, — ^they break, — 

0 Juliet! Juliet! — [Dies. Juliet faints on Romeo* s body.) 


[Under the following heads ; ‘ Source of the Plot,’ * Date of the Play,’ 
The Text,’ Costume,’ I have digested and arranged the Prefaces to various 
editions, together with additional matter from other sources. In order to avoid 
repetition, I have, in many instances, been obliged to violate chronological prece- 
dence ; for instance, Steevens mentioned Girolamo della Corte before Singer did, 
and Singer mentions Massuccio before Simrock, &c., &c. ; but as Singer in the 
former case, and Simrock in the latter, give each a fuller account than his prede- 
cessor, I have followed that edit jr who has given the most information.] Ed. 
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SOURCE OF the plot. 

Malone. Tlie story on which this is forned wa^ originally toll by Luigi da 
Porto, of Viceuza, who died in 1^29. His lj‘ el did not appear till some years after 
his death, being first printed at Venice in 15^5, u.J-r the title; 'Ijystoria Novella 
mente Ritrovata di dui nobili Am anti: Co,: la Wo Pietosa niorte : Intey-ve'iuta gia 
nella Citta di Verona Nel tempio <ael Signor Bartolomeo S^ala* A second edition 
appee-ed in 1539, and it WuS reprinted aMne same place ir 15 1^3 (without the 
author’s name). 

In 1554, Bandello published, at Lucca, a novel on the same subject; and shortly 
afterward Boisteau exhibited one in French, founded on the Italian narratives, but 
varying from them in many particulars. From Boisteau’s nove* the ;tory was, in 1562, 
formed into an English poem, with consideiable alterations and iarge .additions, by 
Mr. Arthur Brooke. This piece was pri' ted by Richard Tottel with the title, written 
probably, according to the fashion of that time, by the bookseller: ‘77/^ Tragicall 
Hystory of Romeus and Juliet^ containing a rare Example of true Consta^icie: with 
the subtill Counsels y and Practices of an old Fryter^ and their ill ez'ent.^ It was igain 
published by the same bookseller in 1582. Painter, in his Palace of Pleasure^ 
vol. ii, 1567,* published a translation from Boisteau, entitled Rhomeo and fulietta. 
Sh. had probably read Painter’s novel, having taken one circumstance from it or 
some other prose tra -.lation of Boisteau; but his play was undoubtedly formed on 
the poem of Arthur Brooke. This is proved decisively by the following circum* 
stances : l. In the poem the prince of Verona is called Escalus ; so also in the play. 
In Painter’s translation from Boisteau he is named Signor Escaluy and sometimes 
Lora Bartholomeiv of Escala. 2. In Painter’s novel the family of Romeo are called 
the Montesches : in the poem and in the play, the Montagues. 3. I'he messenger 
employed by Friar Lawrence to carry a letter to Romeo is in Painter’s b anskilion 
called Anselme ; in the poem and in tlie play. Friar fohn is employed in this busi- 
ness. 4. The circumstance of Capulet’s writing dowm the names of the guc«rts whom 
he invites to supper is found in the poem and in the play, but is not raent\»^ned by 
Painter, nor is it found in the original Italian novel. 5. The residence of the Capu- 
lets, in the original and in Painter, is called Villa Franca; in the poem and in the 
play, Freetown. 6. Several passages of Romeo and Juliet appear to have been 
formed on hints furnished by the poem, of which no traces are found either in Pain- 
ter’s novel, or in Boisteau, or the original. The question, however, is not, whether 
Sh. had read other novels, or other poetical pieces, founded on this story, but whether 
the poem written by Arthur Brooke was the basis on which this play was built. With 
respect to the name of Romeo, this also Sh. might have found in the pof*m ; for in 
one place that name is given to him ; or he might have had it from Painter’s novel, 
from which or from some other prose translation of tlie same stoiyr he has as I have 
already said, taken one circumstance not mentioned in the poem. In T570 was 


• R. G. White. That Paynter translated the translation of Boisteau, I am able to state only on the 
authority of Steevens’ assertion, repeated by Malone and Collier. For although Masaccio's, Da Porto’s 
and Bandello’s novels are at my hand, I have not met with a copy of Belleforest’s H tstotres '2 ragtquetl 
and I can find no notice of its publication at an earlier date than 1580, under the following title ; ‘ His- 
toires tragiques extraites des oeuvres italiennes de Bandel, et mise en langue franfoise ; les six ires par 
P. Boiastitau surnommi Launay et les suivantes par Fr.de Belleforest. Paris, Jeande Bordeaux, 1581^* 
7 vols., i6mo. Unless there was an earlier edition either of Belleforest’s collection or of Boisteau’s sil 
Bistoires by themselves (of which I can discover no evidence), here is a conflict of dates. 
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entered on the Stationers* books by Henry Bynneman, ‘ The Pitiful Hystory of ij 
lovyng Italians,* which I suspect was a prose narrative of the story on which Sh.*8 
play is constructed.* 

From the following lines in An Epitaph on the Death of Maister Arthur Brooke 
drounde in passing to New-Hkiven, by George Turberville, [Epitaphes^ Epigrartmes^ 
&c,, 1567,] we learn that the former was the author of this poem ; 

‘ Apollo lent him lute, for solace sake, 

* To sound his verse by touch of stately string, 

* And of the never-fading baye did make 

‘ A lawrell crowne, about his browes to cling. 

* In proufe that he for myter did excell, 

* As may be judge by Julyct and her mate ; 

* For there he shewde his cunning passing well, 

* When he tlie tale to English did translate. 

* But what ? as he to forraigne realm was bound, 

* With others moe his soveiaigne quecne to serve, 

*Amid the seas unluckie youth was drownd, 

‘ More speedie death than such one did deserve.* 

In Luigi da Porto’s novel, called La Giulietta, the author gives, in an epistle 
addressed ‘Alia bellissima e Icgiadra Madonna Lucina Savorgnana,’ an account 
(probably fictitious) of the manner in which he became acquainted with the story, 
which was from the mouth of * an archer whose name was Peregrine, a man about 
fifty years old, well practised in the military art, a pleasant companion, and, like 
almost all his countrymen of Verona, a great talker.* 

Boswet.L. Douce has observed that the material incidents of this story are to be 
found in the Epliesiacs of Xenophon of Ephesus,f a romance of the Middle Ages. 
He admits indeed that this work was not published nor translated in the time of 
Luigi Porto, but suggests that he might have seen a copy in MS. Dunlop, in his 
‘History of Fiction,’ has traced it to the thirty-third novel of Masaccio (li Salerno, 
whose collection of talcs appeared first in 1476. Whatever was it's source, the story 
has at all times been eminently popular in all parts of Eurojie. A play was formed 
upon it by Lopez de Vega, entitled Los Castclvines y Monteses; and another in the 
same language, by Don Francisco de Roxas, under the name of Los Vandos de 
Verona. In Italy, as may well be supposed, it has not been neglected. The modern 
productions of it arc too numerous to be specified; but as early as 1578, Luigi Groto 
produced a drama upon the subject, called ^lladi'iana* of which an analysis may be 
found in Walker’s ‘ Historical Meminr on Italian Tragedy.’ Groto, as Walker 
observes, has stated in his prologue that the story is drawn from the ancient history 
of Adria, his native place; yet Girolamo de la Corte has given it in his history of 
Verona, as a fact that actually took place in that city in the year 1303. If either of 
these statements should be supposed to have any foundation in truth, the resem- 
blance pointed out between Romeo and Juliet and Xenophon’s Ephesiacs, must be a 
mere coincidence ; but if the whole should be considered a fiction, we may perhaps 
carry it back to a much greater antiquity, and doubt whether, after all, it is not the 
tale of Pyramus and Thisbe, enlarged and varied by the luxuriant imagination of 
the later novelist. We have here the outlines of the modern narrative ; the repug- 

• Mr Collier {*Sk. Soc. Papers^ vol. ii, p. 118) has shown that this memorandum does not refer to 
Romeo and Juliet, but to ‘The pityfull Historic of two louiug Italians, Gaulfrido and Bumardo le 
vayne : which ariued in the countrey of Grece in the time of the noble Emperoure Vespasian,’ &c. £0. 

t White I cannot regard Douce's endeavor, thus to trace the story, as other than an ingenious per- 
version of recondite learning;. 
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nance of the parents on «ilher side; the meeting of the lovers at the tomb, and 
Pyramus, like Romeo, drawn to self-deati action by a false opinion of the death of 
his mistress. 

In Arthur Brooke’s prefac there is a vp*7 cun ^us passage, in whicii he informs 
us of a play upon the subject prior to his potai; but a's he has not stated in what 
country it was represented, the rude ^tate of or- drama befoie 1562 renders it im- 
probable that it w'^s in England.^ Yet I cannot b’ bp of opinion ihat Ronic-) and 
Juliet may be added to the list of Sh ’s plays thar had appeared in a dramatic shape 
before Ids performance, and that some .dight remains of his prc^b ce' or are still to 
be traced in (QJ. If the reader will turn [to (QJ, 1173-1188, corresponding with 
III, i, 148-168], I apprehend he will find, both in the rhythm and construction of 
that speech, a much greater resemblance to the style of some of Sh.’s predecessors 
than to his own. 1 

Singer (ed. i). Girolamo delia Corte, in his History of Verona, relates this story 
circumstantially as a true event, occurring in ^303; but Mallei does not give him the 
highest credit as an historian, lie carries hi^ history down to the year 1560, and 
probably adopted the novel to grace his book. The earlier annalists of Verona, and 
above all, Torello Sarayna, who published, in 1542, * Le Historic e Fatti de Vero- 
nesi nell Tempi d’il Popolo e Signori Scaligcri,’ are entirely silent upon the subject, 
though som j other domestic tragedies grace their narrations. The story is also to be 
found in Baiidello (vol. ii. Novel ix) ; and it is remarkable that he says it was 
related to him, when at die baths of Caldera, by the Captain Alexander Peregrino, 
a native of Verona; we may presume the same person from whom Da Porto received 
it; unless this appropriation is to be considered supposititious. The story also exists 
in Italian verse : and I once had a glance of a copy of it in that form, but neglected 
to note the title or date, and had not time for a more particular examination. 
Schlegel remarks [of Brooke’s poem] that ‘ there can be nothing more diffuse, more 
wearisome, than the rhyming history which Sh.’s genius, “ like richc«:t alchemy,” has 
changed to beauty and to worthiness.’ Nothing but the delight of seeing this meta- 
morphosis can compensate for the laborious task of reading through more than three 
thousand six and seven-footed iambics, which, in respect of everything that amuses, 
affects, and enraptures us in this play, are as a mere blank leaf. How much was to 
be cleared away before life could be breathed into the shapeless mass ! Sh. knew 
how to transform, by enchantment, letters into spirit, a workman’s daub into a poet- 
ical masterpiece. 

Karl Simrock S/i.*s Playsy Berlin, 1831, f trans., * Sh. Soc.,’ London, 

1850). A similar tragedy happened in Sienna, according to a still earlier novelist, 
Masuccio di Salerno, whose Novellino was first printed in Naples in 1476, and who 
at the end of the book calls God to witness that all the stories related by him hap- 

* Staunton agrees with Boswell that allusion was made most probably to some representation of it 
abroad. Eu. 

White. It seems difficult to withhold assent to Boswell’s remark. But again, it must be confessed 
that the tone of Brooke’s apology for his poem, and his assertion that he had seen its argument ‘ lately 
set forth’ upon the stage, seem to imply that the performance to which he refers took place in England, 
rather than beyond ‘the narrow seas.’ 

Dyck (ed. 2). Nothing can be more improbable than what some have conjectured, — that Brooke ia 
speaking of a drama which he had seen abroad ; he evidently alludes to an English play. 

t This is the date given both in Lowndes and in the Preface by Mr Halliwell to the trans. published 
by the ^Sh. Society;' yet in the latter, which I have followed, Dunlop’s ‘ History of Idction,’ ed. 1845, 
is quoted. Although the trans. must have been made from a later edition of ‘ U'he Remarks,’ I have 
nevertheless placed Simrock, chronologically, according to his First Edition. Ed. 
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pened in his own times. His story is briefly as follows : In Sienna lived a young 
man, well born, Mariotto Mignanelli, in love with Gianozza, and successful in 
engaging her affections. Some obstacle was in the way of their public marriage. 
They resolved upon a secret union, bribing an Augustine monk to unite them. 
Shortly afterwards Mariotto killed a citizen of note of Sienna, with whom he had a 
quarrel. Condemned by the Podesta to perpetual banishment, he fled to an uncle. 
Sir Nicolo Mignanelli, a rich merchant in Alexandria. Gianozza promised to write 
often to him ; his brother Gargano also promised to write and tell him all about her. 
Soon after, Gianozza’s father found a husband for her, and having no reason that she 
dared to allege, siie could not oppose the marriage. Pretending to consent, she 
tried to escape by means as daring as they were strange; she bribed her old friend 
the monk to prepare a potion which should cast her into a deathlike sleep for three 
days. She drank it, and was buried in the church of St. Augustine, having pre- 
viously sent to inform her husband of her purpose. But her messenger was taken 
oy pirates and never reached him. He received, however, a letter from his brother 
telling him of her death, and that of her father who died of grief for her loss. The 
unhappy Mariotto resolved to go at once to Sienna and die upon her grave or sur- 
render himself to the law. He was taken in his attempt to open the vault and con- 
demned to death. Meanwhile, Gianozza had been taken from her grave the night 
after'^er burial, and as soon as she came to herself had set out, dressed as a man, 
for Alexandria. Here she learns that Mariotto, hearing of her death, had gone to 
Sienna. She instantly returns, arrives just three days after his execution, and dies 
of grief on the dead body of her lover.* 

In our opinion the same features as in Romeo and Juliet may be recognized in 
the three most celebrated love stories of all times : Hero and Leander, Pyramus 
and Thisbe among the ancients, and Tristan and Isolde among the moderns. 

Knight. When Dante reproaches the Emperor Albert for neglect of Italy, — 


- Thy sire and thou have suffer’d thus, 

Thiough greediness of yonder realms detain’d, 

Tlie garden of the empire to run waste,* — 

he adds : 

‘ Come, see the Capulets and Montagues, 

The Filippeschi and Monaldi, man, 

Who car’st for nought 1 Those sunk in grie^ and these 
With dire suspicion rack’d.’ f 

The Capulets and Montagues were amongst the fierce spirits who, according to 
the poet, had rendered Italy ‘ savage and unmanageable.^ The Emperor Albert 
was murdered in 1308; and the Veronese, who believe the story of Romeo and 
Juliet to be historically true, fix the date of this tragedy as 1303. At that period the 
Scalas, or Scaligers, ruled over Verona. Walker, in his ‘ Historical Memoir of 
Italian Tragedy,^ gives us passages in support of his assertion [that Sh. had read 
with profit Luigi Groto’s tragedy. Ed.], such as a description of a nightingale when 
the lovers are parting, which appear to confirm this opinion. To attempt to show, 
as many have attempted, what Sh. took from the poem of Romeus and Juliet, and 
what from Painter’s Palace of Pleasure — ^how he was ‘wretchedly misled in his 


• Staunton. ‘ La donna no’l trova in Alessandria, ntoma a Siena, e trova I’amanto decollate, e ella 
sopra il suo corpo per dolare si muore,’ are the words of the ’Argument;’ but in the novel itself she is 
said to retire to a monastery — ‘ Con intense dolore e sanguinose lagrime con poco cibo e niente dormire, 
U suo* Mariotto di continova chiamando, in brevissimo tempo finl li suoi miserimi giorni.’ 
t Purgatory ^ Canto 6, Cary's Translation, 
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catastrophe/ as Dunlop has it. becau- e he had not lead Luigi da Porto, and how he 
invented only one incident thrcmghcut the play, that of the death of Paris, and 
created only one character that of Jlcr'-utio, accoiding to the sagacious Mrs. 
Lenox — appears to us somewhat idle wc»-lc. 

Campbell, To the English sourcoiwe may suppose Sh. to have applied. Yet 
what does his posse ision of those undr,.m,.dzed materials derogate from his merit? 
The structure of the piay is '' 'p of the most regi-^ar in 1 is theatre, and its luxury of 
language and imagery were ah his ovn. The general, the vaguely general, con- 
ception of two young persons ha/ing been desperately in lov^, had undoubtedly 
been imparted to our poet by his informants ; but who among them had conceived 
the finely-depicted progress of Juliet’s hnpassioned character in her transition from 
girlish confidence in the sympathy of others to the assert" m f her own superiority 
over their vulgar minds in the majesty of her despair? To mlog’oc this luxuriant 
drama, however, would be like gilding refined gold. 

Collier. It is certain that tlicre was an English play upon the story of Romeo 
and Juliet before the year 1562; and the lact establishes that even at that early date 
our dramatists resorted to Italian novels, or translations of them, for the subjects of 
their productions. It is the most ancic.it piece of evidence of the kind yet discov- 
ered, and it is gi /en by Arthur Brooke. At the close of his address <10 the Reader’ 
he observes : ‘ Though I saw the same argument lately set forth on stage with more 
commendation than I can look for (being there much better set forth than I have or 
can do), yet the same matter, penned as it is, may serve the like good effect.’ Thus 
we see, also, that the play had been received ‘with commendation,’ and that Brooke 
himself, unquestionably a competent judge, admits its excellence. 

We can scarcely suppose that no other drama would be founded upon the same 
interesting incidents between 1562 and the date when Sh. wrote his tragedy, a 
period of probably more than thirty yeai^; but no hint of the kind is given in any 
record, and certainly no such work, either manuscript or printed, has come down to 
us. Of the extreme popularity of the story we have abundant proof, and of a remote 
date. Thomas Dalapeend gives the following brief ‘ argument’ in his ‘ I’lcasant 
Fable of Ilermaphroditus and Salmacis,’ 1565; *A noble mayden of the cyty of 
Verona, in Italye, whyche loved Romeus, eldest sonne of the Lorde Montesche, and 
beinge pryvelye maryed togyther, he at last poysoned hym selfe for love of her ; she, 
for sorowe of his deathe, slewe her selfe in the same tombe with hys dagger.’ 
B. Rich, in his ‘ Dialogue betwene Mercury and a Souldier,’ 1574, says that ‘the 
pittifull history of Romeus and Julietta’ was so well known as to be represented on 
tapestry. Austin Saker’s ‘ Narbonus,’ 1580, contains the following: ‘ Had Romeus 
bewrayed his mariage at the first, and manifested the intent of his meaning, he had 
done wisely, and gotten license for the lives of two faithful friends.’ After this date 
the mention of the story becomes even more frecpient, and sometimes more ])articu- 
lar; and our inference is that it owed part of its popularity, not merely to printed 
narratives in prose or in verse, nor to the play spoken of by Brooke in 1562, but to 
subsequent dramatic representations, perhaps more or less founded on that early 
drama. 

How far Sh. might be indebted to any such production we have no means cf 
deciding; but Malone, Steevens, and others have gone upon the supposition that Sh. 
was only under obligations either to Brooke’s poem or to Paynter’s novel ; and least 
of all do they seem to have contemplated the possibility, that he might have obtained 
assistance from some foreign source. 

34 2 A 
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Verplanck. Although Sh. gives us scarcely any indications of familiarity with 
the higher Italian literature (such as abound in Spenser), yet, as some knowledge of 
Italian was in his age a common as well as a fashionable acquisition among persons 
of culture, it is quite probable that at some (and that not a late) period of his life, 
he had learned enough of the language to read it for any purpose of authorship, 
such as to get at the plot of an untranslated tale. It is therefore very probable that 
he had read or looked into all the books containing the subject of his intended play, 
so as to fill his mind with the incidents and accessories of the story. The commen- 
tators have been unjust to Brooke. His poem has been treated as a dull and inele- 
gant composition, which it is a sort of merit for a Shakespearian critic to undergo the 
drudgery of reading. Campbell dismisses it contemptuously, as a * dull English 
poem of four thousand lines.* The reader will, after overcoming the first repulsive 
difficulties of metre and language, find it to be a poem of great power and beauty. 
The narration is clear, and nearly as full of inteiest as the drama il'^lf; the charac- 
ters arc vividly depicted, the descriptions are graceful and poetical. The dramatist 
himself (though he paints far more vividly) does not more distinctly describe than 
the poet that change in Juliet’s impassioned character, which Campbell regards as 
never even conceived of by any narrators of this tale before Sh., — I mean her 
transition from girlish confidence in the sympathy of others, to the assertion of her 
own supeiiority, in the majesty of her desjiair. The language of the poem is of an 
older date than is familiar even to the reader of Sh. and his contemporaries, and it 
is clouded, in addition, with affectations, like those of Spenser, of still more anti- 
quated English. The metre, too, is unusual and unplcasing to the modern reader^ 
being of alternated twelve and fourteen-syllabled lines, with an occasional redun- 
dant syllabic to the already overflowing verse, — a rhythm which to modern ears is 
associated chiefly with ludicrous or humble compositions. With all these accidental 
drawbacks to the modern reader, it has the additional real defect of partaking of the 
faults of its times, in extravagance of imagery and harsh coarseness of phrase. 
Nevertheless, it is, with all these faults, a noble poem, which, either coming down 
from antiquity under a great name, or rewritten in modern days by Pope or Camp- 
bell, would not need defence or eulogy. 

To this poem, Sh. owed the outline, at least, of every character except Merculio. 
(What an exception ! sufficient to have made a reputation as brilliant as Sheridan’s, 
for an ordinary dramatist.) He owes to the story abundant hints worked up in the 
dialogue. Will not Sh.’s readers agree with me in the opinion that this fact is, like 
many others, a proof of the real greatness of his mind? He had before him, or 
within his reach, materials enough for his purpose, in books not familiar to his audi- 
ence; but he went to the best source, although it was one where every reader of 
poetry might trace his adaptations, while only the judicious few of his own day 
would note and understand how much of the absorbing interest of the plot, of the pic- 
turesque or minute description, of the towering magnificence of thought, of tlie wit, 
of the jiassion and the pathos, belonged to the diamatist alone. He used what was 
best, and improved it. The author who borrow's to improve, in this fashion, is no 
plagiarist. In the ha])py phrase of .some French critic, who defends Molii^re against 
a charge of plagiarism, founded on a similar use of the ideas of a preceding novel- 
ist — *Le plagiat ii^est tin vol que pour la midiocritil 

W. W. Lloyd in Singer (ed. 2). The two stories of Da Porto and Bandello run 
parallel in the circumstance of the cata.stro])lie, that Juliet revives before the death 
of her husband in the tomb, and expires upon his body as of a sudden broken heart 
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From Bandello the story was translated by Boisteau, who had, evidently no better 
ground, than a statement in his , fii .hor that the story’s * unhappy ending wcllnigh 
drew tears froia all,’ for h’s as. ertion that so recent was the memory of the inci- 
dents, — ‘ qii’a peine en soni essuiez .os yeux de cerx qiii ont veu ^,Q piteux spectacle.’ 

Arthur Brooke’s address to the readu burnishes us with the interesting fact, that 
already two years before Sh. was born, the E'..g’ish stpge—this I think is implied — 
was in possession of a play on the subj ‘'Ck ''f Horn, and Jul., which a ^ srsifier, not to 
say a poet, of considerable nierit might well be satisfied to rival. There is evidence 
t^at goes far to prove thft Sli.’s drama was preceded by another, that must have been 
written at least after 1578, because indebted to an Italian play published in that year. 
Plausibly as the matter has been argued, I believe the presumption remains conclu- 
sively against Sh.’s familiarity with cither Italy or the Italian language ; and even 
the plausibility is weakened, if it appears that transferences uTCctly from the Italian 
stage to the English, gave aid in communicating the tone of Italy, its imagery and 
manners. 

In Walker’s* Historical Memoir on Italian Tragedy, an account is given of the 
Tragedy of Hadiiana by Luigi Groto, which closely follows the incidents of Da 
Porto’s novel, merely carrying them back to a quasi historical antiquity — times of. 
Hatrio King of Adria, Mezentius, &c. The author was a remarkable man, for, 
though blind from his eighth year, he was not only a poet of repute, but also an 
actor. Our present point of interest is, that Walker delected such coincidences of 
expression in pa- llel scenes between the Hadriana and Sh.’s Romeo and Juliet, as 
to imply that, diiectly or indirectly, they were derived from the Italian. Thus the 
mention of the nightingale, in the morning scene of parting of the lovers, is found 
in the Italian and Shakespearian parallels, but in none other that is extant. 

*Laiinus, S’io non erro, h presto il far del giorno, 

Udjte il rossignuol, che con noi desto 
Con noi geme fra i spini, e la rugiada 
Col pianto nostro bagna I’hcrbe. Ahi lasso I 
Rivolgete la faccia all oriente 
Ecco inconiincia a spuntar I’alba fuori, 

Portando un altro sol sopra la terra.* 

In the following passage, also, there is a coincidence of expression that is not found 
either in Paynler or Brooke. Mago, the substitute for the Friar, thus instructs the 
heroine in the effects of the sleeping potion : — 

‘ Questa bevendo voi con I’acqua cruda, 

Darli principio a lavorar fra un poco, 

E vi addormentarlk s\ immota e Ussa, 

E d’ogni sense render*! si priva ; 

Il calor naturale, il color vivo 
E lo spirar vi torri si, si i polsi, 

(Tn cui t il iestimonio della vita) 

Imniobili staran senza dar colpo; 

Che alcun per dotto fisico che sia. 

Non potri giudicarvi altro, che morta.* 

Compare IV, i, 93-103. 

• Mr. Lloyd improves so much upon Walker that I insert his remarks rather than the original in the 
^Historical Memoir on Italian Tragedy. By a member of the Arcadian Academy of Rome’ {Jose^ 
Cooper lFalker\ p. 56. London, 1799. Moreover, the extract, ‘Fu il mio male,’ &c., is not in 
Walker. Ed. 

White. Walker has very slender grounds for supposing that Sh. was acquainted with Groto't 
tragedy. 
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The corresponding passages in Brooke’s poem run thus ; 

‘ It doth in half an hour astonne the taker so, * 

And mastreth all his senses that he feeleth weal or woe : 

And so it burieth up the sprite and living breath, 

That even the skilful leech would say that he is slain by death.* . . . 

[For the rest of the quotation see p. 220.] Ed. 

To this tune the whole tale jogs along and along until the head aches with the 
monotony, the eyes swim, and the room goes round ; enough of it then and to spare, 
and we turn for relief to the prose that is more rhythmical of Will. Paynter. We 
have here the simpler prose of the French novelist that Brooke hitched into metre ; 
the Friar describes a paste from ^ 

‘divers soporiferous simples, which, beaten afterwards to powder, and drunk with a quantity of water 
within a quarter of an hour after, bringeth the receiver into such a sleep, and burieth so deeply the 
senses and other sprites of life, that the cunningest physician will judge the party dead. . . . Behold, 
here I give you a phial, which you shall keep as your own proper heart, and the night before your 
marriage, or in the morning before day, you shall fill the same up with water, and drink so much as is 
contained therein. And then you shall feel a certain kind of pleasant sleep, which, encroaching by little 
and little all the parts of your body, will constrain them in such wise as unmovable they shall remain, 
and, by not doing their accustomed duties, shall lose their natural feelings, and you abide in such ecstasy 
the space of forty hours at the least, without any beating of pulse or other perceptible motion, which 
shall so astonne them that come to see you as they will judge you to be dead,’ &c. 

I find, moreover, in a speech of Groto’s heroine, a remarkable agreement with 
Romeo’s antithetical definition of love — due, I think, to something more than casual 
indulgence in the same commonplace of the passion. See I, i, 169-175, 186, 187, 
Compare with the following : 

* Fu il mio male un piacer senza allegreiza ; 

Un voler che si stringe ancorche punga, 

Un affanno che’l ciel dit per riposo. 

Un ben supremo, fonte d’ogni male, 

Un male estremo, d’ogni ben radice, 

Una piaga mortal che mi fec’io, 

Un laccio d’or dov’io stessa m’awinsi. 

Un velen grato, ch’io bevei per gli occhi ; 

Giunto un finirc e un cominciar di vita, 

Una febre che’l gelo, e’l caldo mesce, 

Un fcl piu dolce assai che mele e manna, 

Un bel fuoco che strugge e non risolve, 

Un giogo insopportabile e leggiero, 

Una pena fclice un dolor caro, 

Una morte immortal plena di vita. 

Un Inferno che sembra il Paradise.* 

The testimony of these extracts, all having great similarity from dependence on 
common authority, is, I think, not to be escaped from, that Sh. is here much closer to 
the Italian drama than to either of his English guides that remain. I therefore infer, 
on grounds already indicated, that he adapted or made use of some English adapta- 
tion of Groto, now lost ; and when we consider that many of his coincidences, both 
with Paynter and Brooke, may have been adopted at second hand through this inter- 
mediate work, it will be seen that we shall only lose time and mislead ourselves by 
entering into minute comparisons and deductions. Still, there is great interest in 
noting how much of the completed ideal was germinant in the original inspiration of 
the incident, and even fairness to the Italian authors may induce us to compare the 
sketch of Bandello, that ultimately became the finished soliloquy of Juliet before 
taking the lethargic potion. 
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* Thir night she slept not at all, or bvrt 1 le, revolving various thoughts in her mind : then, as the 
hour of daVi’n approached, at which she wat tc dr’nk off the wate* with the powder, she began to figure 
Tebaldo in he*- imagination as 6l^»- had seen h’m w'Uh the wound in his throat and all covered with 
blood ; and as she reflected t? at she should be *'uried I side o’- perhaps above him, and how mar. • dead 
bodies and flei^hless bones tht.-e were within this *0 nument, a chill passed through her frame, so that 
her hair all stood on end upon her, and, overcome with a^r^ht, she trembled like a leaf in the wind. 
And then a cold sweat s^-read over all her limb.« it seemed to her that she was torn by these dead 
bodies into a th jusand piec.-s. Then, after a lime Ctu'tcaiv 'le.sel^ she said, “Ah me, what would I 
do? Whither would I cause myself tc be caxricd? Should I by chance wake up before the Friar and 
Romeo arrive, what would btc »me of me> Could 1 support the stenc’- of *he decaying corpse of 
Tebaldo, I who can scarcely endure the slightest disagreeable smell about tht house? Who knows what 
reptile or what thousand worms, which I S( fear and shudder a<^, may not be in this sepulchre? and if I 
cannot muster courage *to regard them, how shall 1 endure to havi them close around me,*— touching 
me? Have I not heard tell a thousand times wliat fearful things have ocrurred at night even in churches 
and cemeteries, not to say actually within a tomb?'* With this alarming thosfght she imagined a thousand 
hateful things, and hesitated to t.ake the potion, and w-as on the point of pouring it on the ground ; 
raving with wild distracted thoughts, she was now inclined to take the draught, and now others suggested 
a thousand perils to lier mind. At last, aftei long agitation of ideas, urged on by lively fervent love for 
her Romeo, which increased an-’dst her troubles, it the hour that Aurora had already put forth her 
head from the balcony of the East, chasing away all opi>osing thoughts she boldly drank off the potion 
at a single di aught, and, composing herself to rest, was presently asleep.* 

The Italian novel of course, but also the English tale derived from it, is more 
correct in the details of the cell and confessional than Sh. is, or perhaps cared to be. 
So long as he simplified his scene and satisfied his audience, he, no doubt, willingly 
gave up the circupi stances of management that, according to the actual practice of 
the country, rendered the rendezvous much moredifiicult than it appears in the play. 
Brooke writes with the particularity of one who lived nearer to the times, when the 
land had been only too glad to relieve its social life from shriving friars, to associate 
with their function either delicacy or romance. His preface indeed is furiously 
polemical, and he applies hard words to ‘superstitious friars’ and ‘auricular confes- 
sion,’ which reflect even upon the purity and passion of the two lovers, though in 
the actual narrative die mere sentiment of the story obliges him to do cxacter justice, 
Bandello’s friar is a character known to every church. 

* Forasmuch as the good Friar had no wish to forfeit the good opinion of the vulgar, and yet would 
enjoy those sweets of philosophical research to which he was inclined, he followed his pursuits perforce 
as cautiously as possible, and, as a ]irotection in case of accidents, was desirous of attaching himself to 
some personage of nobility and influence 

And this is made the motive of his assistance to the lovers. 

In taking leave of these earlier forms of the story, I may notice that it seems 
pretty clear, from comparison of the words of Brooke, that whether from personal 
or derived knowledge, he seems to have been familiar with the remarkable tomb of 
the Scaligcrs at Verona, and to have regarded or chosen to regard it as that of the 
lovers ; 

‘And lest that length of time might from our minds remove 
The memory of so perfect, sound and so approved a love, 

The bodies dead, removed from vault where they did die 
In stately tomb on pillars great of marble raise they high. 

On every side above were set and eke beneath 

Great store of cunning epitaphs in honour of their death. 

And even at tin's day the tomb is to be seen, 

So that among the monuments that in Verona been 
There is no monument more worthy of tlie sight 
Than is the tomb of Juliet and Romeus her knight.’ 

Certain general modifications in the conduct and construction of the action of 
which no trace appears before Sh., and no doubt are originally his, are the introduction 
of Tybalt at the masque, and the commencement there of the animosity against Romeo 



4o6 


APPENDIX, 


that is fatal to them both afterwards, — the special exasperation of Romeo by the 
slaughter under his very eyes of his friend Mercutio, and the fatal encounter with 
Paris at the Capulets’ monument. Another pervading and most characteristic change 
is the accelerated movement of the entire story. Sh., who never scruples to neglect 
the restraints of time when they would interfere with the effects he aims at, — boldly 
beck<»ning us over any gulf of time, as in The Winter’s Tale, or as in Othello, assum- 
ing a lapsed interval that the continuous occupation of the stage is inconsistent with, 
had we only leisure to make the comparison, — in this Italian story neglects the pauses 
and intervals that separate the stages of the original stories, moves up every suc- 
cessive incident in preparation before the previous one concludes, and scrupu- 
lously accounts for the occupation of every day and every portifcn of each day and 
^night from the morning that opens upon the bickering partisans to that which gives 
light to their reconciliation when too late to save the best. 

[Mr. Lloyd here gives a graphic history of the breathless rapidity of incidents” 
during the first four acts. — E d.] 

The hasty precipitancy of the passion of Rom. and Jul. is the ruling motive with 
which all the accompaniments harmonize, as it seems the highest expression of a 
prevailing tendency of the age and the clime. 

Hudson. Brooke’s poem, in sentiment, imagery, and versification, has very consid- 
erable merit. It may rank among the best specimens we have of the popular English 
literature of that period ; being not so remarkal^le for reproducing the faults of the 
time, as for rising above them. Of Brooke himself very little is known. In a poet- 
ical address ‘ to the Reader,’ prefixed to the Tragical History, he speaks of this as 
* my youthful work,’ and informs us that he had written other works ‘ in divers 
kinds of style.’ We learn also from the body of the poem, that he was unmarried; 
and in 1563 there came out ‘An Agreement of Sundry Places of Scripture,’ by 
Arthur Brooke, with some verses prefixed by Thomas Brooke, informing us that the 
author had perished by shi]jwrcck. 

In the older English versions of the story, there is a general fight between the 
partisans of the two houses; when, after many have been killed and wounded on 
both sides, Rom. comes in, tries in vain to appease with gentle words the fury of, 
Tybalt, and at last kills him in self-defence. What a vast gain of dramatic life and 
spirit is made by Sh.’s change in this point is too obvious to need insisting on. 
Much of a certain amiable grace, also, is reflected upon Paris from the circumstances 
that occasion his death; and the character of the heroine is proportionally raised by 
the beauty and pathos thus shed around her second lover; there being in the older 
versions a cold and selfish policy in his love-making, which dishonors both himself 
and the object of it. 

Richard Grant White. From what hidden recesses of the past the story of 
this tragedy is derived, and through how many strata it had filtered before it burst 
forth from Sh.’s mind a spring of living beauty, it is hardly worth the trouble very 
curiously to inquire. The incidents of the tale are based upon political and social 
conditions which existed in Italy in the first half of the fourteenth century ; and to 
that period they are referred by Da Porto, one of its earliest relators.* As to the 


• According to the novelist, his informant (Peregrino) doubted the truth of the story, because he had 
^ad in some chronicle that the Capelletti and Montecchi were of the same faction. Whether Peregrino 
is a fictitious character or not, the doubt is quite surely Da Porto’s ; for in his day archers did not read 
chronicles. That the Capelletti and Montecchi (or Monticoli) were at deadly variance seems, however, 
to be true. See Alexandre Torri’s most thoroughly edited ed. of Da Porto's novel, 8vo, Pisa, 1831, 
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construction of his tragedy, the characters and incidents, Sh. must have said to him- 
self, like the greatest of his success s, — 

• You writer of plays, 

" Here's a *ory maJ*? to your hand.* 

For the tr^^gedy follow^ the poem with «i Taithfulness which might be called slavish, 
were it not that any variation f:om the cr^urse of the old story was entirely unneces- 
sary for the sake of dramatic interest, \v»re there not shown in tl.e progress of 
the action, in the modification of one character, and in the disposal of another, all 
j'‘=iculiar to the play, self-reliant dramattc intuition of the Mg^-cst oider. For the 
rest there is not a personage, or a situation, hardly a speech, essential to r-ooke’s 
poem, which ha^ not its counterpart — its exJted and glorified countcrpait — in the 
tragedy.* ... In brief, Romeo and yuliet owes to Sh. only its dramatic form and 
poetic decoration. But what hn exception is the latter 1 It u to say that the earth 
owes to the sun only its verduie and flowers, the air only its perfume and its balm, the 
heavens only their azure and their glow. Yet this must not lead us to forget that 
the original tale is one of tlie most truthful and touching among the few that have 
entranced the ear and stirred the heart of the world for ages, or that in Sh.’s trans- 
figuration of it his fancy and his youthful fire had a much larger share than his 
philosophy or his imagination. 

The only variations from the story in the play are the three which have just been 
alluded to : — The compression of the action, which in ihe stoiy occupies four or five 
months, to within many days, thus adding impetuosity to a passion which had only 
depth, and enhancing dramatic effect by quickening truth to vividness ; — the conver- 
sion of Menuiio from a mere ‘couiticr,’ ‘bold among the bashfull maydes,’ ‘cour- 
teous of his speech and pleasant of devise,’ into that .splendid union of the knight 
and the fine gentleman, in portraying which Sh., with projdictic eye piercing a cen- 
tury, shows us the fire of faded chivalry expiring in a flash of wit; — and the bringing 
in of Pari^ (forgolten in the story after his bridal disappointment) to die at Juliet’s 
bier by the hand ot Romeo, thus gathering together all the threads of this love entan 
glcmcnt to be cut at once by Fate. 

Halliwkll. The story had appeared in a dramatized form on the English stage 
before 1562, as is known from the preface to the first edition of Brooke’s poem ; but 
no such play is now believed to exist, nor will it ever in all piobability be discovered 
to what extent Sh. availed himself of any early drama on the subject. [To Mr. Col- 
lier’s proofs of the early popularity of the story, Mr. Halliwell adds the following 
from] Philotimns, 15S3 : ‘ Fye, pleasure, fye, thou cloyest me withe dclyghte. Nowe 
Priam’s sone, give place; thy Helen’s hew is stainde ! O Troylus, wcepc no more, 
faire Cressed thyne is lothelye fowle. Nor Hercules thou haste cause to vaunt for 
thy swete Omphalc; nor Romeo thou hast cause to weepe for Juliet’s losse, if ever 
Aurelia had saluted your sight whose bright eyes beam like the precious carbuncle,’ 
&c. 

[Mr. Halliwell reprints Brooke’s Poem, 1562, and the prose version of Boisteau 
inserted in Paynter’s Palace of Pleasure, 1567.] Ed. 

Dyce (ed. 2). From Brooke’s title-page we might infer that he copied Ban- 

pp. xiv.-xviii, 56-63 ; and also, Su la pietosa morte di Giulut Cappelletti e Romeo MonUcekt Lettere 
Critiche de Filippo Scolari, 8vo, Livorno, 1831, pp. 7, 8, and passim. 

* The reader curious to see such a comparison of the points of correspondence between the poem 
and the play, will find it made in Skottowe’s Li/e 0/ Shakespeare ; Enquiries, &c., London, 1824. voi 
i, p. 290 to p, 3x7- 
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dello ; but such is not the case : he has mainly followed * Histoire de deux amans^ 
dont Pun mourut de venin, V autre de tristesse p a version of Bandello’s tale, with 
numerous variations by Boisteau, in Belleforest’s Ilistoires Tragiques : Brooke has, 
however, considerably altered the story, and added much of his own. ' It will be 
observed that Brooke, Paynter and Sh., all conclude the story in the same manner ; 
Juliet does not wake from her trance in the tomb until Romeo is dead ; but in Luigi 
da Porto’s narrative, and in Bandello’s novel founded upon it, she recovers her senses 
in time to hear him speak, and to see him expire : instead of stabbing herself with 
his dagger, she dies, as it were, of a broken heart, on the body of her lover.*— 
Collier, Sh.'s Library^ vol. ii, p. viii. 

It is not unlikely that Sh. may have made use of an earlier tragedy on the same 
subject. 

The ^Tragedy of Romeo and Juliet acted in Germany ^ in the year 1626, by Eng- 
lish playersb will be found (both in German and in English) in Mr. Albert Cohn’s 
recently published 4to vol. (1S65), entitled Sh. in Germany in the Sixteenth and 
Seventeenth Centuries^ &c., p. 305. In this piece the business of Sh.’s tragedy is pretty 
closely followed, and we occasionally recognize the very expressions of our poet; 
but, on the whole, it is intolerably dull, and sometimes disgusting on account of the 
gross language which is put into the mouth of a * Clown.* 

Keightley. The remote original is the tale of Pyramus and Thisbe in Ovid’s 
Metamorphoses. Sh. chiefly followed Brooke, but he had also read the Palace of 
Pleasure, and probably Bandello’s tale in the original. 


DATE OF THE PLAY. 

Malone {^Life of Shf vol. ii, p. 244, 1821.) Sh. in his early plays appears to 
have been much addicted to rhyming; a practice from which he gradually departed, 
though he never wholly deserted it. In this piece more rhymes, I believe, are to be 
found than in any of his other plays. Love's Lab. L. and Mid. N. D. only excepted. 
The following circumstance ascertains with great precision that it must have been 
produced between July 23d. 1596, and April 17th, 1597. It is observable that in the 
title-page of (Q^) it is said that it had been often ‘ plaid publiquely by the ri^ht Hon- 
ourable the L, of Hunsdon his Servants.* I formerly had not been aware that two 
noblemen of this family in Sh.’s time, Henry Lord Hunsdon, the father, and George 
Lord Ilunsdon, his son, both filled the office of Lord Chamberlain of the Household to 
Queen Elizabeth, though not successively. Henry, the father, after holding this station 
for eleven years, died July 22d, 1596. The company of comedians who were his lord- 
ship’s servants, among whom Sh., Burbage, Heminge, Condell, and others, were en- 
1 oiled, during that period, or a considerable part of it, were distinguished by the appel- 
lation of ‘ the Lord Chamberlain’s men.* Having, however, been appended to him, 
not as Lord Chamberlain, but as a peer of the realm, on the death of their patron they 
naturally fell under the protection of his son and successor in the title, and for some 
time continued to play under his sanction, like the servants of Lord Derby, Lord Pem- 
broke, or any other nobleman, who had not enjoyed any official situation in the court 
of Elizabeth. In August, 1596, the vacant office of Chamberlain was given to William 
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Brooke, the fourth I ord Cobham, wl .ich station he held till he died, on Saturday, 
March 5th, 1596-7; a period of about seven months; and about six weeks after- 
wards Georg-e Lord Hunsdoi was appointed Lord Chamberlain in his room. During 
the interval between Ji ly 22d, 1596, -nd tlii foUo.^ing April, Sh.’s company •'-ould 
only be denominated the servants of Lora Hunsdor, as they are properly styled on 
the title-page 01 this play; no: did t^'ey ’-ccover their more honorable designation 
till, on Apiil 17th, 1597, the nobleman ijy \.h ir ^hey were licensed wa:. advanced 
to the cCice which Lord Cobh..m ha.d held And this tragedy, when revised and 
enlarged, was printed in 1599, as ccted, not by the Lord Hu isd .n’s servants (as in 
the former edition), but by those of the Lord Chaniberlain. Those circumstances 
appear to me to ascertain the date of Romeo and Juliet beyond a doubt. 

The words ‘publiquely acted” which are found on the title-page of (Q^) show 
that this tragedy was performed at a public, in contradistinction to a private theatre; 
and the following passage in Marston’s Tenth Satire, informs us that it was played at 
the Curtain Theatre, then occupied Ly th'j Lord Chamberlain’s servants, and the for- 
tunate spot where Sh.’s er -ly dramatic productions were first exhibited : — Luscus, a 
constant haunter of playhouses, is thus introduced : 

‘Luscus, wliAt’s plaid to day? i* faith now I knowe; 

I see thy lips abroach, from whence doth flow 
Naught but pure Juliet and Romeo. 

Say who acts best ? Drusus, or Roscio ?— 

Now I have him, that ne’er of ought did speake 
But when of playes or players he did treat ; 

And speakes in print, at least what ere he sayes, 

Is warranted by Curtain plaudtties, 

If ere you heard him courting Lesbians eyes.* 

In the third Act the ‘ first and second cause’ are mentioned ; that passage, there- 
fore, was probably written after the publication of Saviolo’s 'Book on Honour and 
Honourable Quarrels^ in 1 594. If the following passage in an old comedy, enti-* 
tied Doctor Dodipoll, which had appeared before 1596, be considered as an imita- 
tion [sec III, ii, 22-25] it may add some weight to the supposition that Romeo and 
Juliet had been exhibited before that year ; 

* The glorious parts of fair Lucilia, 

Take them and join them in the Heavenly spheres, 

And fix them there as an eternal light. 

For lovers to adore and wonder at.* 

Knight. In attempting to settle the Chronology of Sh.’s plays, there are, as In 
every other case of literary history, two species of evidence to be regarded — the 
extrinsic and the intrinsic. Of the former species of evidence, we have the one 
important fact that a Romeo and Juliet by Sh., however wanting in the completeness 
of the Romeo and Juliet which we now possess, was published in 1597. The enu- 
meration of this play by Francis Meres, in 1598, adds nothing to our previous 
information. In the same manner, the mention of this play by Marston in his Tenth 
Satire, in 1599, only shows how popular it was. As Marston’s Tenth Satire did not 
appear in his ‘ Three Books of Satires,’ first printed in I 59 ^» means 

improbable that his mention of the play referred to Q,. [Knight quotes Malone’s 
argument in reference to the two Lords Ilunsdon, and replies to it] : This, no doubt, 
is decisive as to the play being performed before George Lord Hunsdon; but it is 
not in any degree decisive as to the play not having been performed without the 
advantage of this nobleman’s patronage. The first date of the printing of any play 
35 
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of Sh. |,3es a very short way to determine the date of its theatrical production We 
are very much in the dark as to the mode in which a play passed from one form of 
publication, that of the theatre, into another form of publication, that of the press. 
It is no evidence, therefore, to our minds, that because the Romeo and Juliet first 
printed in 1597 is stated to have been publicly acted by the Lord Ilunsdon his 
servants, it was not publicly acted long before, under circumstances tliat would appear 
less attractive in the bookseller’s title-page. Of the positive intrinsic evidence of 
the date of Romeo and Juliet, the play, as it appears to us, only furnishes one passage. 
The Nurse, describing the time when Juliet was weaned, says : * ’Tis since the earth 
quake now eleven years.’ [I, iii, 22-48.] All this particularity with reference to the 
earthquake was for the audience. The poet had to exhibit the minuteness with which 
unlettered people, and old people in particular, establish a date, by reference to some 
circumstance which has made a particular impression upon their imagination ; but in 
this case, he chose a circumstance which would be familiar to his audience, and 
would have produced a corresponding impression upon themselves. Tyrwhitt was 
the first to point out that this passage had, in all probability, a reference to the great 
earthquake which happened in England in 1580. Stowe has described this earth- 
quake minutely in his Chronicle, and so has Holinshed. ‘ On the sixth of April, 
1580, being Wednesday in Easter week, about six o’clock toward evening, a sudden 
earthquake happening in London, and almost generally throughout all England, 
caused such an amazedness among the people as was wonderful for the time, and 
caused them to make their prayers to Almighty God!’* Sh. therefoie could not 
have mentioned an earthquake, with the minuteness of the passage in the Nurse’s 
speech, without immediately calling up some associations in the minds of his audi- 
ence. He knew the double world in which an excited audience lives, — the half 
belief in the world of poetry amongst wdiich they are placed during a theatrical rep- 
resentation, and the half consciousness of the external world of their ordinary life. 
The rea'dy disposition of eveiy audience to make a transition from the scene before 
them to the scene in which they ordinarily move, — to assimilate what is shadowy 
and distant with what is distinct and at hand, — is perfectly well known to all who 
are acquainted with the machinery of the drama. Actors seize upon the principle to 
perpetrate the grossest violations of good taste ; and authors who write for present 
applause invariably do the same when they offer us, in their dialogue, a passing 
allusion, which is technically called a clap-trap. In the case before us, even if 
Sh. had not this principle in view, the association of the English earthquake must 
have been strongly in his mind when he made the Nurse date from an earthquake. 
Without reference to the circumstance of Juliet’s age — * Come Lammas-eve at night, 
shall she be fourteen’ — he would naturally, dating from the earthquake, have made 
the date refer to the period of his writing the passage instead of the period of 
yuliet^s being weaned: ‘Then she could stand alone.* But, according to the 
Nurse’s chronology, Juliet had not arrived at that epoch in the lives of children till 
she was three years old. The very contradiction shows that Sh. had another object 
in view than that of making the Nurse’s chronology tally with the age of her 
nursling. Had he written — ‘ ’Tis since the earthquake now just thirteen years,’ we 
should not have been so ready to believe that Rom. and Jul. was written in 1593; 
but as he has written — ‘ ’Tis since the earthquake now eleven years,’ in defiance of 
a very obvious calculation on the part of the Nurse, we have no doubt that he wrote 

* For a fuller account of this event in the words of Holinshed, see Staunton’s extract, post p. 41^ 
And additional notes ad toe, I, iii, 24. Eo. 
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the passage eleven years after the ei rthqnake of 1580, and that, the passage being 
also meant to x the attention of an udience, the play was produced, as well as 
written, in 1591. 

Reasoning such as Ais would, Wf acknowledge, be ’^ery weak if it were msup- 
ported by evidence deduced from the general character of the performance, with 
reference to the maturity of the authc'-’s lowers. But, taker in connection with that 
evidence, it becomes Important. Mow, Wc h .v- no hesitation in believing, although 
it would be exceedingly difficalt to communicate the giounds of our belief fully to 
our readers, that the alterations made" by Sh. upon his '“rst copy of Romeo and 
Juliet, as printed in 1597 (which alterations are shown in QJ, exhibit differences as 
to the quality of his mind — differences in judgment — differences in the cast of 
thought — differences in poetical power — which cannot be accounted for by the growth 
of his mind during two years only. If the first Romeo and Juliet were produced in 
1591, and the second in 1599, we have an interval of eignt years, in which some 
of his most finished works had been ^iven to the world ; — all his great historical 
plays, except lien, V an i Hen, VIII, the Mid. Sum. N. D., and the Mer. of Ven. 
During this period his richness, as w’ell as his sweetness, had been developed ; and 
it is this devcloi)ment which is so remarkable in the superadded passages in this 
play. We almost fancy that the ‘Queen Mab’ speech will of itself furnish an 
exaniple of what we mean. The lines [I, iv, 67, 68, 69] are not in (Q,) ; but how 
beautifully they fit in after the description of the spokes — the cover — the traces — 
the collars — the >vhip — and the waggoner ! while in their peculiarly rich and pic- 
turesque effect, they stand out before all the rest of the passage. Then, the ‘ I have 
seen the day — ’tis gone, ’tis gone, ^tis gone,* of old Capulct seems to speak more of 
the middle-aged than of the youthful poet, of whom all the passages by w'hich it is 
surrounded are characteristic. Again, the lines in the Friar’s solilotiuy, beginning; 
‘ The earih, that’s nature’s mother, is her tomb,’ look like the work of one who had 
been reading and thinking more deeply of nature’s mysteries, than in his first deline- 
ation of the benevolent philosophy of this good old man. But as we advance in the 
play, the development of the writer’s powers is more and more displayed in his 
additions. We would especially direct attention to the soliloquy of Juliet in II, v ; — 
to her soliloquy, also, in III, ii; — and to her great soliloquy, before taking the 
draught in Act IV. We confidently believe, that whoever peruses with attention 
this last passage as it is given in (Q^) wdll entertain little doubt that the original 
sketch was the work of a much younger man than the perfect composition which we 
now possess. The whole of the magnificent speech of Romeo in the tomb may be 
said to be re-written ; and it produces in us precisely the same impression, that it waa 
the work of a genius much more mature than that which is exhibited in the original 
copy. [Mr. Knight here cites Tieck’s imaginary scene between Marlowe and 
Greene, as cumulative evidence of the early composition of this play; and concludes 
this portion of his preface as fellows] ; lie [Tieck] has decidedly placed the date 
of its performance before 1592, — for Greene died in that year, and Marlowe in the 
year followdng. The Venus and Adonis w^hich is here mentioned as not quite com- 
pleted was published in 1593. Tieck built his opinion, no doubt, upon interna) 
evidence ; and upon this evidence we must be content to let the question rest. 

Collier (ed. i) recites Malone’s argument (given above) in favor of 1596 as tl.e 
date of the composition of this play, and adds ; The answer that may be made to 
this argument is, that though the tragedy was printed in 1597, as it had been acted 
by Lord Hunsdon’s servants, it does not follow that it might not have been played 
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some years before by the same actors, when calling themselves the Lord Chamber- 
lain’s servants. This is true ; and it is not to be disputed that there is an allusion 
in one of the speeches of the Nurse to an earthquake which, she states, had occurred 
eleven years before. It has been supposed that this passage refers to the earthquake 
of 1580, and consequently that the play was written in 1 59 1. However, those who 
read the whole speech of the Nurse cannot fail to remark such discrepancies in it as 
to render it impossible to arrive at any definite conclusion, even if we suppose that 
Sh. intended a reference to a particular earthquake in England. First, the Nurse 
tells us that Juliet was in a course of being we/med; then that she could stand alone; 
and, thirdly, that she could run alone. It would have been rather extraordinary if 
she could not, for even according to the Nurse’s own calculation the child was very 
nearly three years old. No fair inference can, therefore, be drawn from her refer- 
ence to the ‘ earthquake,* and we coincide with Malone that the tragedy was probably 
written towards the close of 1596.* 

‘Vincentio Saviolo his Practise, *f was first printed in 1594, and again in 1595, 
and the issue of the second impression might call Sh.’s attention to it just before he 
began Romeo .and Juliet. . . . We place little reliance upon the allusion in II, iv, 
23, because * the first and second cause* are also mentioned in ‘ Love’s Lab. L.,* 
though the passage may, like some others, have been an insertion just prior to 
Christmas, 1598. 

We can be by no means sure that Marston, by the term ‘ Curtain plaudities,* did 
not mean applauses at any theatre, for they all had * curtains,* and we have no trace 
that any other of our great dram.atist’s plays were acted at the Curtain Theatre in 
Shoreditch, The subject must have been a favorite with the public, and it is more 
than probable that rival companies had contemporaneous plays upon the same story, 
(See the Memoirs of Edward Alleyn, p. 19.) To some piece formed upon the same 
incidents, and represented at the Curtain Theatre, Marston may have referred. 

Verplanck. This tragedy bears the internal evidence of having been written in 
the period of the transition of Sh.*s mind from a purely poetical to a dramatic cast 
of thought, from the poetry of external nature to that of the deeper philosophy of the 
heart. It is also remarkable in another point of view; it not only exhibits to us the 
genius of the Poet in this stage of its progress, but it affords no small insight into the 
history of the progress itself. [In comparing (QJ with the writer says of the 
former :] It contains the whole of the plot, incidents, and characters of the play, 
afterwards enlarged with its sweetness and beauty of imagery and luxury of lan- 
guage, and almost all its gaiety and wit. Its defects of taste are more conspicuous, 
because it contains, in a much smaller compass, all the rhyming couplets, the inge- 
nious and long-draw’n conceits and the extravagancies of fanciful metaphor which 
are still intertwined with the nobler beauties of this play. Among the additions in 
Qj are the several soliloques of Juliet, and the last speech of Romeo at the tomb. 
These all breathe that solemn melody of rhythm which Sh. created for the appro- 
priate vehicle of his own mightier thoughts; while, as compared with (QJ, the pas- 
sion becomes more direct and intense, and less imaginative, and the language 
assumes more of that condensed and suggestive cast which afterwards became 
habitual to his mind. 

Lloyd (Singer, ed. 2). How long this play may have been written and acted 

• The Registers of the Stationer’s Company throw little light upon the question when Romeo and 
Juliet was first written. 

t See M alone’s remarks, ante p. 4^9. 
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before it was printed, is a question have great interest in, but little aid to set at 
rest. In 1598 Sh. was thirty-three, and the list of plays, which can be 6xed cer- 
tainly before thc.t date, gives a wide range of dramatic activity . From the character 
of (QJ we cannot be certain that wacn its p'opriet^ rs printed the readiest copv they 
could lay unscrupulous nands on, a better /ersion might not already be in possession 
of the stage; w’aiving this uncertainty, w^ should have the conclusion that the cor- 
rected play of F, took its existing form bet /e-r the dates of (QJ and Q^; and that 
we may confidently interpret the ‘ newly-aiunnented,* &c.. of the later title-page as 
erui valent to * recently* i.i our present phraseology. Thi'-' .s P ossible enough, for 
though Romeo and Juliet bears unquestionable marks of the poet’s earlier h nd, it 
asserts its title quite distinctly to take rank xiotwiths<^anding, and in virtue of its 
revision, beside even the perfection of the Mer. of Ven. As to the original date of 
a Sh.’n play on the subject I am disposed to carry it very far back, even very closely 
upon the commencement of the second period of his writing for the stage. The free- 
dom with which rhymes are diffuse 1 through the earlier scenes inclines me to this 
opinion, and still more so the genius of the theme which provokes the expression of 
the feelings that ever flow most freely from the poetic heart, that certainly seized the 
first turn for indulgence in the life of Sh., and could not readily brook to be post- 
poned or neglected in his art. Even (Q^), however, has little or no b'ank verse that 
recall® the constrained measures of the first group of plays. 

Hudson. We are quite satisfied from many, though for the most part undefinable, 
tricks of style tha. he tragedy in its original state was produced somewhere between 
1591 and 1595. The cast of thought and imagery, but especially the large infusion, 
not to say preponderance, of the lyrical element, naturally associates it to the same 
stage of art and authorship which gave us Mid. N, D. The resemblance of tlie two 
plays in these respects is too strong and clear, we think, to escape any studious eye, 
well practised in discerning Sh.’s different styles. And a diligent comparison of 
Romeo and Juliet with, for example, the poetical scenes in i Hen. IV, which was 
published in 1598, will suffice for the conclusion that the former must have been 
written several years before the latter. 

Staunton. As Sh. was only thirty-three years of age when this play w^as first pub- 
lished, it must obviously rank with his early productions. But the date of publica- 
tion is no criterion to determine when it was w'ritten, or when it was first performed. 
Chalmers assigns its composition to the spring of 1592; and Drake places it a year 
later. The belief in its production at an earlier period than that described by Malone 
is strengthened by the indications of matured reading and reflection which are dis- 
played in the augmented as compared with (QJ. There is also a scrap of inter- 
nal evidence which, as proof of an earlier authorship than 1596, is well entitled to 
consideration. [Mr. Staunton quotes Tyrwhitt’s suggestion in reference to the great 
earthquake of 1580, and gives Holinshed’s account of it. Mr. Knight also gives the 
first sentence of Holinshed’s account, and Mr. Staunton adds the rest as follojvs] : 

• The great clocke bell in the palace at Westminster strake of it selfe against the 
hammer with the shaking of the earth, as diverse other clocks and bels in the steeples 
of the citie of London and elswhere did the like. The gentlemen of the Temple 
being then at supper, ran from the tables, and out of their hall with their kniues in 
their hands. The people assembled at the plaie houses in the fields, . . . were so 
amazed that, doubting the mine of the galleries, they made hast to be gone. A 
peece of the temple church fell down, some stones fell from saint Paules church in 
London : and at Christ’s church neere to Newgate market, in the sermon while, a 
35 * 
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Stone fell from the top of the same church.’ Such an event would form a memorable 
epoch to the class which constituted the staple of a playhouse auditory in the six- 
teenth century; and if an allusion to it was calculated to awaken interest and fix 
attention, the anachronism, or the impropriety of its association with an historical 
incident of some centuries preceding, would hardly have deterred any playwright of 
that age from turning it to account. Unfortunately, in the absence of everything in 
the shape of a history of Sh.’s writings, we can trust only to inferences and conjec- 
tures of this description to make even an approximate guess as to the period of their 
production. 

WmiE. The (QJ bears upon its face all the marks of confused hurry.* And for 
the haste in which it was brought out there must have been some special reason ; for 
as to the story of Romeo and Juliet, that had been known to the London public for 
years, and was accessible in half a dozen shapes. Indeed, there is little or no 
ground for doubt that the performances referred to on the title-page of (QJ took 
place between July, 1596, and April, 1597, and that the publication was the hasty 
effort to obtain the benefit of the ‘great applause’ which those performances had 
elicited. Ecpially untenable is Malone’s opinion that Sh. began this play in 1591, 
and finished it in 1596. In his day, plays were rapidly written, or re-written, to 
supply an immediate demand, and he was manifestly one of the most business-like as 
well as prolific of playwrights. That any dramatist of his period, and he of all, 
kept a play ‘ on the stocks’ five years, is so extremely improbable as to be believed 
only upon positive and trustworthy testimony. But on the contrary, that in 1591 Sh, 
and one or more other ‘ practitioners for the stage’ composed a Romeo and yuiiet in 
partnership, and that in 1596 Sh. ‘corrected, augmented and amended’ it, making it 
to all intents and purposes entirely his own, and that it then met with such great 
success that an unscrupulous publisher obtained as much as he could of it, by hook 
or by crook, and had the deficiencies supplied, as well as could be, by bits from the 
play of 1591, and, when that failed, by jioets as unscrupulous as himself, is entirely 
accordant with the practices of that day, and reconciles all the facts in this particular 
case; even the two that the play contains a reference which indicates 1591 as the 
year when it was written, and that in 1596 it was published in haste to take advan- 
tage of a great and sudden popularity. This 1 believe to be the history of its pro- 
duction and its publication. 

Dyce. I am inclined so far to agree with Tyrwhitt that as early as 1591, Sh. may 
perhaps have been at work on this play. 

Halliwell. The statement that it was played by Lord Hunsdon’s servants 
appears to indicate with tolerable accuracy the date of its first production. It does 
not, I imagine, follow that Sh. was writing it in 1591, merely because he makes the 
Nurse say ‘ ’tis since the earthquake now eleven years.* 

About the year 1660, Sh.’s play was altered by James Howard into a tragi-comedy, 
in which Romeo and Juliet were not allowed to die. According to Downes, it was 
played by Davenant’s company alternately as a tragedy and a comedy. Pepys, who 
saw a performance of it on March 1st, 1661-2, thus mentions it : * My wife and I by 
coach, first to see my little picture that is a-drawing, and thence to the Opera, and 
there saw Romeo and Juliet the first time it was ever acted, but it is a play of 
itself the worst that ever I heard, and the worst acted that ever I saw these people 


• John Danter’s device bears the motto— notably appropriate on the t'tle-page of this publication- 
*Aui Hunquam aut nunc' 
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dc, and I am resolved to go no mo^^e *0 see tlie first time of acting, for they were all 
of them out more or less.* 

Clarke. From a line in die Nurse’s speech it has been surmised that the date 
rf the play’s composition is T'-is may possibly be a well-founded thtory; 

but we should be inclined to assign an even still pri ^r year as the one wherein Sh. 
originally conceivcvl and wrote this plaj. ^ Youth thrills in its every utterance; the 
impetuosity of youth, the faith -'f vouth, the^Vaim^h and passionate impulse of youth, 
vibrate through its every scene and speech. Even the old personages in the play 
express themselves with a vigour rnd animation, and contact themselves with a 
vivacity and precipitancy, that are more those of youth than of age. All bieathe 
the voluptuous intensity and childlike innocence of tl e spring of existence ; the 
loveis themselves are embodiments of youthiul ardour and of youthful purity. No 
writer ever so beautifully vindicated and so truthfully demonstrated Nature's divine 
blending of the spirit of chastity with the essence of passion in young love as our Sh. 
Let any one read Juliet’s words frenn Crst to last, and compare them with those 
uttered by others of his \/omen, characters more formed, more thoughtful, more 
educated than she is, and see how wonderfully he has preserved the girl-woman 
throughout. Not a phrase dees she uPerthat is not perfectly consistent with the 
girl of fourteen,- -with the Italian girl of tourteen; brought up in social retirement, 
seeing even her own parents but at stated interva^ls and set times, chiefly associating 
with her old nurse, and having intercourse with none out of the family and the house 
save with her father-confessor. It is the same with Romeo ; he is completely the 
very young — even boy — man. Ilis stripling fancy for Rosaline; his sudden passion 
for Juliet; his rapturous joy in its blissful mutuality ; his impromptu marriage ; his 
short-lived self-restraint in the contention with Tybalt, and his as eager flinging him- 
self into it; his desperation at his sentence of banishment, and his springing-up of 
revived hope at the Friar’s proposed plan ; his defiance of death even in his bride’s 
arms if she will have him stay with her ; his cheery trust in ‘ time to come’ at the 
very instant of tearing himself away; his happy dreams when absent from her; his 
anguished resolve to destroy himself when he hears of her death; *his betossed soul’ 
as he rides back to die beside her; and his imagination suffering itself to revel in 
picturings of her beauty as she lies stretched on her death-bier before him in the 
moment he is about to rejoin her for ever, — are all most true to youthful nature. 
The author’s own young spirit imbues the play; it is the delight of all young readers; 
and it makes those who are old feel young again as they reperuse it. 


THE TEXT. 

Knight. Our general reasons for founding the text upon F,, which is in truth to 
found it upon Q^,* are as follows : The Q,, was declared to be ‘ Newly corrected, 
augmented, and amended.* There can be no doubt whatever that the corrections, 
augmentations, and emendations were those of the author. There are typographicfiJ 


* Mr. Knight, in both his earliest and latest eds., states that there is a quarto in 1607. As he doei 
not mention a quarto in 163*', this date of 1607 may be a misprint. £d. 
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errors in this edition, and in all editions, and occasional confusions of the material 
arrangement, which render it more than probable that Sh. did not see the proofs of 
his printed works. But that the copy, both of the first edition and of the second, was 
derived from him, is, to our minds, perfectly certain. We know of nothing in lite- 
rary history more curious, or more instructive, than the example of minute attention, 
as well as consummate skill, exhibited by Sh. in correcting, augmenting and amend- 
ing the first copy of this play. We would ask, then, upon what canon of criticism 
can an editor be justified in foisting into a copy so corrected, passages of the original 
copy which the maturer judgment of the author had rejected. Essentially the ques- 
tion ought not to be determined by any arbitrament whatever, other than the judg- 
ment of the author. Even if his corrections did not in every case appear to be 
improvements, we should still be bound to receive them with respect and deference. 
We would not, indeed, attempt to establish it as a rule implicitly to be followed, that 
an author’s last corrections are to be invariably adopted ; for, as in the case of Cow- 
per’s Homer, and Tasso’s Jerusalem, the corrections which these poets made in their 
first productions when their faculties were in a great degree clouded and worn out, 
are properly considered as not entitled to supersede what they produced in brighter 
and happier hours. But in the case of Sh.’s Romeo and Juliet, the corrections and 
augmentations were made by him at that epoch of his life when he exhibited * all 
the graces and faculties of a genius in full possession and habitual exercise of 
power.’* The augmentaHons, with one or two very trifling exceptions, are amongst 
the most masterly passages in the whole play, and include many of the lines that are 
invariably turned to as some of the highest examples of poetical beauty. The correc- 
tions are made with such exceeding judgment, such marvellous tact, that of themselves 
they completely overthrow the theory, so long submitted to, that Sh. was a careless 
writer. Such being the case, we consider ourselves justified in treating the labour 
of Steevens and other editors, in making a patchwork text out of the author’s first 
and second copies, as utterly worthless. We most readily acknowledge our own 
particular obligations to them ; for unless they had collected a great mass of mate- 
rials, no modern edition could have been properly undertaken. 

Collier (ed. i). The first Quarto is in two different types, and was probably 
executed in haste by two different printers. It has generally been treated as an 
authorized impression from an authentic MS. Such, after the most careful exami- 
nation, is not our opinion. We think that the MS. used by the printer or printers 
(no bookseller’s or stationer’s name is placed at the bottom of the title-page) was 
made up, partly from portions of the play as it was acted, but unduly obtained, and 
partly from notes taken at the theatre during representation. Our principal ground 
for this notion is, that there is .such great inequality in different scenes and speeches, 
and in some places precisely that degree and kind of imperfectness which would 
belong to MS. prepared from defective short-hand notes. We do not of course go 
the length of contending that Sh, did not alter and improve the play subsequent to 
its earliest production on the stage, but merely that (QJ does not contain the tragedy 
as it was originally represented. Our text is that of Q^, compared of course with 
and Fj, and in some places importantly assisted by (QJ. It is remarkable that in no 
edition of Romeo and Juliet, printed anterior to the publication of F^, do we find 
Sh.’s name upon the title-page. f Yet Meres, in his Palladis Tamia, had distinctly 
assigned it to him in 1598 ; and although the name of the author might be purposely 
left out in (QJ, there would seem to be no reason, especially after the announcement by 


* Coleridge’E Lit Rem. 


t See Halliwell, ;^ost p. 423. En. 




THE TEXT. 


417 


Meres, for not inserting it in the ‘ corr^^cted, augmented and amended’ Q^. But it is 
wanting even in Q^, although Sh.*’» | opularity must then have been at its height. 

• King Lear,’ in i6o8, had be^n somewhat ostentatiously called < M. William Shake- 
speare, his, &c.. Life and Leath of King Lear; and his Sonnets, in 1609, were recom- 
mended to purchasers, «s * Shaice-speare’s Lv^nnets,’ in unusually large characters on 
the title-page. 

Ulrici. I hold that F, has by far the b-tt r 'iKims to our preference, notwith- 
standing, or rather because of, tbe fact that ir was printed entirely from Q , and that 
wh're it varies from the latter the variation is to be coasidereH m xly as a misprint, 
Heminge and Condcll, the editors of F,, were the acknowledged friends and fellow- 
actors of Sh. The true original copies, that is the Poet’s MSS., or at least transcripts 
therefrom, in the possession of Sh.’s company, wore at their command. It was, 
therefore, merely for convenience sake that they reprinted and because it agreed 
with their copies. If (Q^) may not be deemed purely piratical, it is indubitably a 
representation of the piece in its eai iest . youthful shape, before it was revised and 
augmented by Sh. himself. To adopt its ’•eadings is to reject the improvements of 
Sh., and thereby criticise not the edition, but the Poet himself. 

Hudson. In our text is taken as the basis, and the other old copies drawn 
upon for the correction of errors, and sometimes for a choice of readings ; in both 
which respects (QJ is of great value. The augmentations in are much more 
important in quality than quantity ; it is much to be regretted that Sh. did not carry 
his older and sevc er hand into some parts of the play which he left in their 
original state. 

Staunton. There is every reason to conclude that the numerous corrections and 
amplifications in Q, are exclusively Sh.’s own, since the former evince the judgment 
and tact of the master, and the latter comprise some of the finest passages of th« 
play. 

White. A consideration of the relations, the authority, and the value of and 
(the latter of which comes to us under the authority of Sh.’s fellow-actors) 
involves, therefore, an inquiry into the manner in which the earlier was published, 
the character of the difference between the two, and, it will be found, even the 
authorship of the play as it was first produced. The opinion has obtained that 
the difference between these two versions was due to a revision and elaboration 
of the play as at first written. This opinion has been generally supposed to be 
sustained by the manner in which the changes, and even the augmentations, have 
been worked into the text, or rather elaborated from it, and also by the maturer 
and more philosophical cast of thought, which those who entertain this view fancy 
they can detect in the additions.* A careful study of the two versions has led me to 
the opinion, that the earlier represents imperfectly a composition not entirely Sh.’s, 
and that the difference between the two is owing, partly to the rejection by Iiim of 
the work of a co-laborer, partly to the surreptitious and inadequate means by which 
the copy for the earlier edition was obtained, and partly, perhaps, but in a very much 
less degree, to Sh.’s elaboration of what he himself had written. 

And first as to the surreptitious procurement of the copy for the earlier edition. 
This of course is only to be inferred from internal evidence. The text of Q, is not 
only shorter than that of but is so often incoherent that its great corruption is 


• After a careful comparison of the principal passages in Qa, not found in (Qi), with those passages 
which are common to both, I cannot detect the slightest trace of th'^se indications of the development 
of Shakespeare’s genius which Mr. Knight and Mr. Verplanck find in the added passages. 

2B 
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manifest ; and on a comparison of the corrupted passages with the text of Qj,, the 
corruption, in most instances, seems unmistakably due to an imperfect representation 
of that texty and not to mere typographical or clerical errors in the printing or tran- 
scribing of another and a briefer. 

Thus the passage I, iii, 49-57 is not in (Q,) ; the cause apparently being that line 
57 ends with the same words as line 48, which misled the transcriber of the notes 
taken at the performance. Just below, in the same scene, Jul. being asked if she 
can ‘ like of Paris* love,* replies, * I’ll look to like, if looking liking move,’ &c. 
But why should she at that time say, * I’ll look to like ?’ (QJ gives no occasion for 
this reply of fuliet's^ simply because it omits La. Cap.'s immediately preceding 
speech of sixteen lines, wherein she says, ‘To-night you shall behold hhn^ &c. This 
speech and the Nurse’s reply to it were plainly a part of the text before the printing of 
(Qj). In the famous balcony scene we find the following passage in (QJ [see (Qj,) 
lines 682-693]. But Romeo was there; her tassel gentle had not taken wing. Such, 
at least, is the case according to this text, where there is no farewell, no reason appa- 
rent why Juliet should suddenly find her lover out of reach of her voice. We see 
that Sli. never could have written thus, and our difficulty is cleared up by the cor- 
responding passage in Q^. Again, when Rom. makes the appointment at Friar 
Lawrence' cell, he says [in (Q,), 967], ^to-morrow morning' and the Nurse replies, 
‘to-morrow morning;’ but in he says [II, iv, 163], ^ this afternoon^ and the 
Nurse replies, ‘ this afternoon.* Now this variation is not the result of a correction, 
by the author, of a slip of memory, for in both versions it is but a few lines below, 
though in the next scene, that we learn from yuliet's soliloquy that the Nurse was 
sent at nine in the morning, that she was slow on her errand, and that on her return 
yuliet was to go directly to the Friar's. The error is the result of forgetfulness or 
carelessness on the part of the person who provided the MS. for (Qj). That such was 
the origin of this discrepancy appears yet further by a speech of Romeo's according 
to (Qj), just after he enters the Friar’s cell. Conforming to his previous appointment 
of the morning for the marriage, this text makes Rom. say, ‘ This morning here she 
’pointed we should meet.’ But this consistency oper.ates rather against than in favor 
of the Shakespearian origin of the other passages in which this word appears, for 
any person of ordinary poetic apprehension and discrimination, on reading the whole 
of the latter speech, will see clearly and at once that it is none of Sh.’s. [See (Qj), 
1028-1031.] Who will believe that this dribble of tame sense and feeble rhythm 
was written by the same man who (according to the same edition) had written in the 
first scene of the same play the following passage and others like it ? [See (Q,), 63- 
68.] Again, when yul. exclaims, ^All this is comfort' [see (QJ, 1248], we naturally 
ask, All what is comfort ? There is no reply short of Q^, where we find these lines 
interposed: [See III, ii, 102-106]. And there we see what yul.'s comfort was. 
But to look at the very next speech and the reply to it in (Q,), ful. having asked the 
Nurse where her father and her mother are, to the latter’s reply, she answers, ‘ I, I, 
when theirs are spent mine shall be shed,* &c. When what are spent ? What shall 
be shed ? Where is the antecedent of ‘ theirs?’ We find it only in Manifestly 
the first portion of this line is a forgotten or lost part of the very text which (Q^) 
sought to give. 

Passing by, for the sake of necessary brevity, many like instances of clearly im- 
perfect representation of the authorized version of the play in (QJ, we come to this 
one in IV, v, 38-40. The person who provided copy for (QJ was either unable to 
set down these two lines and a half, or could not remember their phraseology well 
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•?nougli to imitate I’ em. But he did not forget ♦heir purport, and he ‘lumped it’ 
after this fashion, * Death is my Sonne in Law, to him I giue all that I hauel In 
(Qi) a part of Romh recoil .‘Ctive soliloquy about the apothecary appears in this ex- 
traordinary guise : [Se j (Q,), I934-I">4o]. Our wonder at Sh.’s ever descril'ng an 
apothecary's shop as stuffed with beggarly accounts of empty boxes is at an end 
when we have traced the repoucr's confr-'ion j.hiough the text of the authentic copy, 
and see hov' he was Ld to stuff the shop h.st a ’ of the alligator, and tc jumble the 
traits pud conditions of the two together Again, when, in the last scene of the 
piay, Capulet, according 10 (Q,), exclaims : [See (Qj, 2134 . 13 '], we are at a loss to 
understand the phrase, ‘the backe is emptie,’ and no less to discern what con..ection 
there is between the empty back of Ron. and the dag'^er in the breast of Jul. But 
Qg helps us out of our trouble by giving us *vhat tlie publisher of (QJ sought to give, 
but was prevented by a confusion in the notes from which his text was transcribed, 
[See V, iii, 201-204.] 

That the text of (QJ is, in a grea^ measure at least, but a corrupted version of that 
of Qjj, which was annou iced as ‘ newlj corrected, augmented and amended,’ and 
upon which the text of this jilay in all subsequent editions has been based, seems 
clear from the comparison just made between the two. That the corruption is not 
due to the printers, those careless causes of so much of our editorial toil, there is 
evidence almost equally unmistakable upon the pages of the earlier and corrupt edi- 
tion. This exists in the stage-directions, which in (Q,) are of a very singular character, 
and were quite su.ely not taken from a manuscript copy of the play furnished by the 
author, or surreptidously obtained from the theatre, but written down by a person 
who saw the play passing before his eyes as he wrote, or who called up before his 
mind’s eye a memory of the action. 

Stage-directions are what their name very exactly expresses. They are directions 
for the stage, and not for readers. They are usually brief in terms and mandatory 
intone; directions to an individual, not explanations to an audience or a reader. 
This is especially true of the plays of our early stage, wdiich were not written to be 
read, but to be acted. Now, in the first complete edition of Rom. and Jul. [Q^^] we 
have a certain kind of particularity which we do not find in those of the previous 
and incomplete edition (QJ.* The directions of (QJ are not properly stage-direc- 
tions, which apply equally to all actors, whoever they may be, that appear in the 
scenes in which they are set down. The former, on the contrary, show with what 
particular action certain players played the passages in which they appear; and they 
are clearly records, either on the spot or from memory, of what was seen by the 
person who wrote them down. 

[1 have inserted in the Commentary, p. 148, an extract from this portion of Mr. 
White’s remarks.] Ed. 

Another passage which seems to be not of a piece with the body of the play is 
the following: [See (Q,), 1844-1870, lines italicized, 1850, 1851, 1854, 1855* 
1864-1870]. Here again the entire passage was re-written for Q^, the order of the 
speeches changed, and the respective prominence of the characters of the scene 
modified. But, although a hint was plainly taken from the old version for an an- 
tiphonal expression of woe, which should caricature the style in which the poets in 
vogue in Sh.’s boyhood wrote such scenes, yet the purposely commonplace character 

• Mr. White’s comparison of many of the stage-directions 0 (Qi) and Qa may be here omitted 
without injustice to his admirable review, since the student will ioubtless make the comparisons fo» 
lumself by referring to the reprint of (Qx). Ev . 
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of the lamentations in the later version seems to me not plainer than that the bathos 
of the earlier is the result of a hopeless and ambitious flight at loft)&,sentiment. In 
this passage also the lines in italic letter cannot be accepted as the fruits even of 
Sh.*s earliest dramatic years. 

There are various other passages in which I think that I detect here and there the 
vestiges of a predecessor of our author, but I shall notice only two others, and they 
are of a different character from those I have cited above. [See (QJ, 2072-2096.] A 
comparison of these lines with those which correspond to them in the authentic text 
will make it clear, I think, to any student of the subject that the former are merely 
an im})erfect and garbled presentation of the latter. The other passage is the follow- 
ing: [See (Qi), 2171-2183] It is quite possible that these lines were a part of the 
Friar's speech as it was first written ; for the speech was plainly enough re-written 
for the revised version of the play. But if they were a part of the original speech, 
that speech was very surely not written by Sh. ; as every reader who sympathizes 
with my appreciation of Sh.’s flow of thought and verse will at once decide. They 
seem to me, however, to be different in kind from the rest of the speech in (QJ, as well 
as inferior to it ; while that speech, as a whole, is decidedly inferior t« its counter- 
part in the corrected and augmented Q^. These two passages last cited appear to 
be the production of some verse-monger, who attempted to supply deficiencies in the 
copy surreptitiously procured for the publisher of (Q,). In the attempt to decide ques- 
tions of this kind, opinion must, of necessity, seem arbitrary, perhaps be so. I point 
out one particular line among those last quoted which it is quite impossible to accept 
as Sh.’s — * Whereas the sick infection remain’d* — and I direct the reader’s attention 
to the phrase ‘ for to’ [2088, 2177], which I have in vain sought for in the authentic 
text of any of Sh.’s works. 

Assuming that the positions above taken have been maintained, we find some 
noteworthy correspondences between Rom, and yul. and Hen, VI. in the condition 
of their text and the internal evidence as to the manner in which they were pro- 
duced. That is, we find in the case of the tragedy, as in that of the history, two 
editions difiTcring very greatly, and with evident purpose, in the language of certain 
passages, while in the language of other passages, as well as in characters, plot, 
and succession of scenes, they correspond exactly; and we find that the passages 
of the earlier edition which were re-written for the second have not the traits 
of Sh.’s style, but those of the inferior or the elder writers among his contempo- 
raries. We notice, too, the occurrence of a phrase in the rejected passages which 
was used in Sh.’s day, although it was then beginning to fall out of vogue, but which 
he, according to the evidence of the authentic editions of his works, seems to have 
sedulously avoided ; and we find, also, in the case of the tragedy, as in that of the 
hiscoiy, that not only was the first edition published without his name as the author, 
though at a time when he was in high repute as a dramatist and a poet, but that in none 
of the three subsequent editions, published during his life, was it attributed to him. 
But by the side of these points of resemblance we have to place these two of im- 
portant difference : the direct testimony of Francis Meres, and the fact that no unim- 
portant part of the variation of the two versions of the tragedy from each other is 
manifestly due to an imperfect representation of the later by the earlier — caused in 
some passages by the unmitigated failure in the memory or defect in the notes of the 
person who undertook to provide the MS. for the printer of that version, in others by 
the attempt by an inferior writer to remedy such deficiencies. 

From these circumstances I draw the following conclusion, or, rather, opinion, for 
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vhich I cannot ask the consideraf >n due to logical truth from well-established 
premises, but '!^^hich amounts in tny o' m mind to ab^c^ute conviction: That the 
Rom. and jul. which has ccine dov*^ to us ^'for there may have b^en an antecedent 
play upon the same story) was first wri by two or more playwrights, of whom 
Sh. was one; that subsequently Sh. re-wrote ‘b^s old play, of which he w’as part 
author, making his principal changes in ^lie passages which we’-e contributed by his 
co-laborers, irrespective of th merit of what he .ejected: that the play was so suc- 
cessful in this form as to c»-eate at once an urgent demand for an edition of it, which 
John Dante- undertook to supj.ly; and that, as the players were of course unwilling 
that the public should be enabled to enjoy their new pi .y without going to the 
theatre, Danter obtained, by the aid of a reporter, who perhaps had some connection 
with the play in its previous form, a very imperfect and garbmd copy of Sh.’s new 
work, the defects in which were supplied partly by some of tl. j many verse-mongers 
ever ready in those days to do such jobs, and partly from the old play, in the com- 
position of which Sh. was but one of two or more co-laborers. This play may itself 
have been intended to supply the place in the popular regard of the one to which 
Arthur Broolfe refers, although its authors went not to that play, but to the poem 
(full of detail as they found it) for the incidents, and even for hints for some of the 
dialogue and the soliloquies of their work. And so, when Sh.’s tragedy brought the 
story of Rom. and yul. into new and greater favor, — made a sensation, as the man- 
agers and publishers say now-a-days, — it was not printed as his, because a play of 
Rom. and Jul. identical with it in plot and incident was already well known to the 
public. The new play was merely what the title-page announced it (not with strict 
truth) to be — Romeo and Juliet, as it was played by the Lord of Hunsdon^s Set'vants, 
If the name of any author was connected with the old Romeo and Juliet, which is 
by no means certain, it is not improbable that there were two or three persons known 
to the public as having claims upon its authorship ; and, according to the estimate 
of dramatic labour at the end of the .sixteenth century, a re-writing like that in ques- 
tion would hardly have been regarded as giving Sh. so absolute a claim upon the 
play, in its new form, as to make it necessary, or, perhaps, even prudent, for the 
printer to attribute this much-applauded performance exclusively to him. All the 
more would he have refrained from using Sh.’s name because of the very much gar- 
bled and interpolated condition of the text which, in his piratical haste, he was 
obliged to publish.* 

But what was to the general public of that day only Romeo and Juliet (the old 
common property of the stage), in the form in which it was acted by the Lord of 
Hunsdon’s Servants, was to a man of culture and discrimination, like Francis Meres, 
an original work, which gave Sh. the rank among English dramatists that PIau^:a 
and Seneca took among the Latins. 

The true text of Rom. and Jul. is found in F,, which, however, differs from that 
of Q,, Qg and only by the accidents of the printing-office, to which they were all 
exposed, and in the reparation of which they all assist each other, though the folio 
seems to have suffered most from typographical corruption. The readings of (Qj) 

• Mr. White here has a foot-note in which, by an extract from the New York Tribune of April 25, 
x86o, he shows that at this day the very same mode of surreptitiously obtaining a copy of a popular 
drama is practised which he attributes to John Danter in the time of Sh. The extract is from a letter 
by Mr. Dion Boucicault to the editor of The Tribufie, wherein an account is given of the way in which 
a copy of his drama of * The Heart of Mid Lothiai ' was surreptitiously obtained by a short-hand 
writer. Ei>. 
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have been adopted by most editors much oftener than is warranted by their mer it, 
or by the importance of that edition. Even were there external and internal evi- 
dence to show that that version of the play was authentic, and that it was all Sh.’s, 
the substitution of its readings for those of the revised and augmented texts, except 
in extraordinary instances of confusion and difficulty, would be an assumption of 
editorial prerogative that could not be justified at the bar of criticism ; hardly at that 
of morals. If there be any one right more indefeasible than all others, it is that of 
an author over what he has written. Publishers and politicians may disregard it, 
but by men of letters it should be loyally respected. 

Halliwell. Although (Qj) was a piratical edition, there is little doubt but that it 
is in all essential particulars Sh.’s first sketch of this drama. Cuthbert Burby retained 
the copyright of Qjj in his hands until the 22d of January, 1606-7, when he assigned 
it to Nicholas Liuge, who only kept possession of it until the following November, 
when he parted with his interest to John Smethwicke. Smethwicke held the copy- 
right until his death, after which, in 1642, his son disposed of it to Fleshcr. During 
the time that Smethwicke owned the play he printed three editions of it. One of 
these, evidently printed, as appears from the character of the type and the orthog- 
raphy, within a few years, at the utmost, after Smethwicke obtained the copyright, is 
without date. It is singular that the text of this edition differs materially from that 
of Q^, being as a rule a more correct and reliable copy. It is very difficult to say 
which is the earlier, or the Quarto without date, the differences between the texts 
hardly being conclusive of the priority of the former. It is a curious fact that after 
some copies of the undated edition had been published, having Sh.’s name on the 
title-page, that name was omitted in the copies which were subsequently issued. 
This looks as if the undated copy were published soon after the entry in the Sta- 
tioners’ registers, most probably in 1608; Sh.’s name not appearing in any known 
copies of 1609. 

Dyce (ed. 2). Wlien we compare the very imperfect text of (QJ (nor are its 
imperfections merely those of a piratical edition) with the ‘ corrected, augmented, 
and amended’ text of Q^, we cannot doubt that the author greatly improved and 
amplified the play subsequently to its original appearance on the stage. 

Cambridge Edition. After Sig. D, in (Q,), a smaller type is used for the rest of 
tlie play, and the running title is changed. 

An opinion has been entertained by some critics that in this (QJ we have a fairly 
accurate version of the play as it was at first written ; and that in the interval between 
the publication of (QJ and the play was revised and recast by its author into the 
form in which it appears in Q^. A careful examination of the earlier text will, we 
think, prove this notion to be untenable. Not to speak of minor errors, it is impos- 
sible that Sh, should ever have given to the world a composition containing so many 
instances of imperfect sense, halting metre, bad grammar, and abrupt dialogue. We 
believe that the play, as at first written, was substantially the same as that given in 
the later editions; and that the defects of the first impression are due, not to the 
author, but to the writer of the M.S. from which that first impression was printed. 
That MS. was, in all probability, obtained from notes taken in short -hand during the 
representation; a practice which we know to have been common in those days. It 
is true that the text of (QJ is more accurate on the whole than might have been 
expected from such an origin ; but the short-hand writer may have been a man of 
unusual intelligence and skill, and may have been present at many representations 
in order to correct his work ; or possibly some of the players may have helped him 
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either from memory, or by lending th 2ir paits in MP. But the examples of omission 
and conjectural insertion are too fre4^uent and too palpable to allow of the suppo- 
sition that the earliest text is derived from a bona fide transcript of the author’s MS. 
The unusual precision some stage-d*rectio*.s in (QJ tends to confirm our view of 
its origin ; a view which is supported by the high authority of Mommsen. The por- 
tions of the play omitted in (QJ, though p-'cessur^ to its artistic comijletcncss and to 
its effect as n poem, r’-e for the mo‘;t part pas which might be spar :d without 
disturbing the consecutive and intelligible development o» the action. It is possi- 
ble, therefore, that the play as seen by the short-haiid writ^ w s curtailed in the 
representation. 

Qg was in all likelihood an edition authorized by Sh. and his * fellows,* and 
intended to supersede the surreptitious and imperfect (Q,). The play so published, 
we believe, as we have said, to be substantially identical with the play as at first 
composed ; it seems, however, to have been revised by the author. Here and there 
a passage appears to have been re-w.itten. Compare, for example, (QJ lines 1034- 
1053 with the correspondi ng passages of the later editions, II, vi, 16-36. In this 
place assuredly the change must be attributed to the author ; but we know of no 
otlier passage of equal length where the same can be affirmed with certainty. The 
words * newly corrected, augmented, and amended,’ found on the title-page of Q^, 
may be accepted as the statement of a fact, when thus confirmed by internal evi- 
dence. Otherwise, we know that the assertions in title-pages or prefaces of that time 
are not to be reliev. on, nor in this case would the words necessarily mean more than 
that this second edition was more correct and more complete than the first. In fact, 
the added matter amounts nearly to a quarter of the whole. 

The title-page of is as follows : 

The I MOST ex- | cellent and lamentable | Tragedie, of Romeo ) and | Newly corrected^ aug- 

mented^ and j amended: \ As it hath bene sundry times pubhquely acted, by the | right Honourablo 
the Loid Chamberlaine | his Seruants | LONDON. | Printed by Thomas Creede, for Cuthbert Burby, 
and are to | be sold at his shop neare the Exchange. | 1599. | 

This is unquestionably our best authority ; nevertheless, in determining the text, 
(Qj) must in many places be taken into account. For it is certain that was not 
printed from the author’s MS., but from a transcript, the writer of which was not 
only careless, but thought fit to take unwarrantable liberties with the text. In pass- 
ing through his hands, many passages were thus transmuted from poetiy to prose. 
Pope felt this strongly, too strongly indeed, for he adopted the text of (QJ in many 
places where Capcll and all subsequent editors have judiciously recurred to Q^. 
Nevertheless, there is no editor who has not felt it necessary occasionally to call in 
the aid of the first. We think that Mommsen rates the authority of too highly. 
Any rare form of w'ord or strange construction found in this edition alone, and cor- 
rected in all that follow, may more probably be assigned to the transci'iber (or in 
some cases to the printer) than to Sh., whose language is singularly free from archa- 
isms and provincialisms. 

was published in 1609, with the following title-page: 

The I MOST ex- | cellent and j Lamentable Tragedie, of | Romeo and Juliet. I As it hath beene 
sundrie times publiquely Acted, | by the Kings Maiesties Seruants | at the Globe. ] Newly corrected, 
augmented, and | amended ; ) London | Printed for loiiN Smethwick, and are to be sold | at his Shop 
in Saint Dumtanes Cliurch-yard, | in Fleetestreete vnder the Dyall | 1609 | . 

It was printed from from which it differs by a few corrt ctions, and more fre- 
quently by additional errors. 

The next Quarto has no date. 
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Its title-page bears for the first time the name of the author. After the word 
* GLOBE’ and in a separate line we find the words ; * Written by W. Shakespeare^^ 
Otherwise, except in some slight variations of type and spelling, the title-page of the 
undated Quarto does not differ from that of Q^. It was also printed ^for yohn 
Smethwicke^ without the mention of the printer’s name. 

Though this edition has no date, internal evidence conclusively proves that it was 
printed from Q^, and that was printed from it. We therefore call it Q^. 

It contains some very important corrections of the text, none, however, that an 
intelligent reader might not make conjecturally and without reference to any other 
authority. Indeed had the corrector been able to refer to any such authority, he 
would not have left so many obviously corrupt passages untouched. 

The title-page of is substantially identical with that of Q^, except that it is said 
to be printed * by R. Young for yohn SmetJnvicke' and dated 1637, 

It is printed, as we have said, from Q^. The punctuation has been carefully 
regulated throughout, and the spelling in many cases made uniform. 

The text of is taken from that of Q^. As usual, there are a number of changes, 
some accidental, some deliberate, but all generally for the worse, excepting the 
changes in punctuation and in the stage-directions. The punctuation, as a rule, is 
more correct, and the stage-directions are more complete, in the Folio. 

The text of F^ is printed, of course, from the first. In this play there are found in 
it a considerable number of conjectural emendations, not generally happy, and 
perhaps more than the usual number of errors. 

A careful study of the text of Romeo and yuliet will show how little we can rely 
upon having the true text, as Sh. wrote it, in those plays for which the Folio is our 
earliest authority. 


COSTUME. 

Knight. Assuming that the incidents of this tragedy took place (at least tradi- 
tionally) at the commencement of the fourteenth century, the costume of the per'^on- 
ages represented would be exhibited to us in the paintings of Giotto and his pupils, 
or contemporaries. 

From a drawing of the former, now in the British Museum, we give the accompa- 
nying engraving, and our readers will perceive that it interferes sadly with all popular 
notions of the dress of this play. 

The long robes of the male personages, so mngistcrial or senatorial in their appear- 
ance, would, perhaps, when composed of rich materials, be not unsuitable to the 
gravity and station of the elder Montague and Capiilet, and of the Prince, or Podest^ 
of Verona, himself ; but for the younger and lighter characters, the k>ve-lorn Romeo, 
the fiery Tybalt, the gallant, gay Mercutio, &c., some very different habit would be 
expected by the million, and, indeed, desired by the artist. Caesar Vecellio, in his 
* Habiti Antichi e Moderni,* presents us with a dress of this time, which he distinctly 
describes as that of a young nobleman on a love-making expedition. lie assigns no 
particular date to it, but the pointed cowl, or hood, depending from the shoulders, the 


* See Halliweirs note, p. 422, and Collier’s, j >. 416. £d. 
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closely-set buttons down the front cf the super-tun:c, and up the arms of the under 
garment, from the wrist to the elbow, with the peculiar lappet to the sleeve of the 
super-tunic, are all distinct -e marks of the European costume of the early part of 
the fourteenth century. 

The coverings of the head were at this time, be ides the capudion, or cowl, here 
seen, caps and hats of various fantastic 'rapes, and the chrperon, or turban-shaped 
hood, begar to make its appearance. No p:ai.i( 3, ho’^^ever, adorned them till near 
the close of the centu-y, when a single ^cather, generally ostrich, appears placed 
upright in front of the cap. or chaperon. The hose were ri dy fretted and em- 
broidered with gold, and the toes of the shoes long and pointed. 

The female costume of th^* .same peric d consisted of i robe, or super-t-juic, flowing 
in graceful folds to the feet, coming high up in the ne^'k, where it was sometimes 
met by the w ’mple, or gorget, of white linen, giving a nun like appearance to the 
wearer; the sleeves terminating at the elbow in short lappets, like those of the men, 
and showing the sleeve of the under garment (the kirtle, which fitted the body 
tightly), buttoned from thi wrist to the elbow also, as in the male costume. 

The hair was gathered up into a sort of club behind, braided in front, and covered, 
wholly or partially, with a caul of golden network. Garlands of flowers, natural or 
imitated in goldsmith’s work, and plain filets of gold, or even ribbon, were worn by 
very young females. Artists of every description are, in our opinion, perfectly justi- 
fied in clothing the characters of this tragedy in the habits of the time in which it 
was written, wlie. .by all serious anachronisms would be avoided. 

H. L. Hinton C Boothes ^Acting Play). It would be quite absurd at the present 
day to array the characters of Sh. in the costume of his own period, and we are left 
in this matter to the exercise of our own judgment; and good taste, as well as 
modern realism, demands that we should aim at historical accuracy of costume, 
allowing only such modifications as the exigences of the play may imperatively 
demand. It is a mistake to suppose that the costume of the fourteenth century may 
be obtained from the paintings of Giotto and his contemporaries; the painters 
selected from the past or present such modes as best suited the subjects they treated. 
For a faithful and complete representation of the costume of this period we must 
look to other sources. 

One of the most prevalent articles of male attire in all Europe at this period was 
a garment known in France as the cote-hardie. It was a waistcoat, or jacket, that 
fitted quite tight to the form down to the middle of the thigh, and made of the rich- 
est materials, covered with embroidery and buttoned down the front, whilst a girdle 
confined it over the hips. The over-sleeves were close-fitting as far as the elbows, 
and then hung down in long wide pgidants. A cloak of unusually great length 
was sometimes worn over the cote-hardie. It was furni.shed with a row of buttons 
on the right shoulder, and the edges were frequently pinked in imitation of leaves 
or flowers. 

The capuchin, or hood, enveloped the head and shoulders, and was buttoned close 
up to the chin. It had a long queue that hung down the back in a point. Some 
gallants twisted it up in a fantastical form and carelessly poised it on the top of the 
head, and sometimes even placed a beaver hat over it. Hats and caps were also 
worn in endless varieties. The sword hung from the girdle directly in front ; shoes 
were long and pointed. 

In Fiance and Italy the cote-hardie sometimes is seen reaching nearly to the knees, 
and the capuchin has the addition of epaulieres or shoulder-pieces, forming a sort of 
36 ♦ 
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false sleeve reaching nearly to the elbows, from which hung appendages embroidered 
with gold, or long ribbons reaching to the ground. 

The dress of the ladies was no less splendid. Gold and silver glittered on their 
garments, and precious stones became very costly from the immense demand for 
them. The cote-harduy which, like that of the men, fitted tight to the shape, was, 
however, not quite so long, hardly reaching to the middle. The corners were 
rounded off in front. The skirt was full and very long, trailing on the ground. 
The sleeves were similar to those worn by the men, except that the tight under- 
•leeves extended down on the hands. A large cloak, or mantle, of gold and silver 
cloth, still more ample than that worn by the men, sometimes completed this very 
rich attire. Immense head-dresses of almost every conceivable shape were preva- 
lent; at one time (about the middle of the century) we find the ladies wearing their 
hair, without cap, bonnet, or hood, arranged in one large plait on each side of the 
face, with flowers or jewels interspersed. Their shoes, like the men’s, were very 
long and pointed. 

One of the most striking features in the fashion of that age was the emblazonment 
of almost every article of dress with armorial colors and devices. 


HALLAM. 

{^Jntrod, to the Literature of Europe' 5th ed. vol. ii, p. 281, London, 1855.) — Were 
I to judge by internal evidence, I should be inclined to date this play before the 
Mid. Sum. N. D. ; the great frequency of rhymes, the comparative absence of Latin- 
isms, the want of that thoughtful philosophy which, when it had once germinated in 
Sh.’s mind, never ceased to display itself, and several of the faults that juvenility 
may best explain and excuse, would justify this inference. 

In one of the Italian novels to which Sh. had frequently recourse for his fable h& 
had the good fortune to meet with this simple and pathetic subject. What he lound 
he has arranged with great skill. The incidents in Romeo and Juliet are rapid, 
various, unintermitting in interest, sufliciently probable, and tending to the catas- 
trophe. The most regular dramatist has hardly excelled one writing for an infant 
and barbarian stage. It is certain that the observation of the unity of time which 
we find in this tragedy, unfashionable as the name of unity has become in our criti- 
cism, gives an intenseness of interest to the story which is often diluted and dispersed 
in a dramatic history. No play of Sh. is more frequently represented or honoured 
with more tears. 

If from this praise of the fable we pass to other considerations, it will be more 
necessary to modify our eulogies. It has been said above, of the Mid. Sum. N. D., 
that none of Sh.’s plays have fewer blemishes. We can by no means repeat this 
commendation of Romeo and Juliet. It may be said rather that few, if any, are 
more open to reasonable censure ; and we are almost equally struck by its excellen- 
cies and its defects. 

Madame de Stael has truly remarked that in Romeo and Juliet we have, more 
than in any other tragedy, the mere passion of love ; love in all its vernal promise, 
full of hope and innocence, ardent beyond all restraint of reason, but tender as it is 
warm. The contrast between this impetuosity of delirious joy, in which the youth- 
ful lovers are first displayed, and the horrors of the last scene, throws a charm of 
deep melancholy over the whole. Once alone each of them, in these earlier mo- 
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irents, is touched hj a presaging fea. ; it passes quickly away froir them, but is not 
lost on the reader. To him there is a sound of despair in the wild effusions of their 
hope, and the madness of gi*'T is mingled with the intoxication of their joy. And 
hence it is that, notwithstanding its r. iny blem^hes, we all read and witnes. this 
tragedy with delight. It is a symbolic minor of f e fearful reaUties of life, where 
‘the course of true love’ has so often *n ‘ run smooth;’ ard moments of as fond 
illusion as beguiled the lover's of Verona ha\- be in ex '•hanged perhaps as rapidly, 
not indeed for the dagger and the bowl, but ^^r the many-ueaded sorrows and suffer- 
ings of humanity. 

The character of Romeo is one of excessive tenderness. His first passion for 
Rosaline, which no vulgar poet would ha/c brought for. *ard, serves to display a con- 
stitutional susceptibility. There is, indeed, so much of tl’ls in his deportment and 
language that- we might be in some danger of mistaking it for effeminacy if the loss 
of his friend had not aroused his courage. . . . Juliet is a child, whose intoxication 
in loving and being loved whirls away t!ie little reason she may have possessed. It 
is, however, impossible, in my opinion, ^o place her among the great female charac- 
ters of Sh.’s creation. 

Of the language of this tragedy wha*^ shall we say ? It contains passages that 
every one remeirbers, that are among the nobler efforts of Sh.’s poeay, and many 
short and beautiful touches of his proverbial sweetness. Yet, on the other hand, the 
faults are in prodigious number. The conceits, the phrases that jar on the mind’s 
ear, if I may use such an expression, and interfere with the very emotion the poet 
would excite, occu»- at least in the first three acts without intermission. It seems to 
have formed part of his conception of this youthful and ardent pair that they should 
ta^k irrationally. The extravagance of their fancy, however, not only forgets reason, 
but wastes itself in frigid metaphors and incongruous conceptions; the tone of 
Romeo is that of the most bombastic commonplace of gallantry, and the young lady 
differs in being only one degree more mad. The voice of virgin love has been 
counterfeited by the authors of many fictions : I know none who have thought the 
style of Juliet would represent it. Nor is this confined to the happier moments of 
their intercourse. False thoughts and misplaced phrases deform the whole of the 
third act. It may be added that, if not dramatic propriety, at least the interest of 
the character is affected by some of Juliet’s allusions. She seems, indeed, to have 
profited by the lessons and language of her venerable guardian ; and those who 
adopt the edifying principle of deducing a moral from all they read may suppose 
that Sh. intended covertly to warn parents against the contaminating influence of 
such domestics. These censures apply chiefly to the first three acts; as the shadows 
deepen over the scene the language assumes a tone more proportionate to the inter- 
est : many speeches are exquisitely beautiful, yet the tendency to quibbles is never 
wholly eradicated. 


MAGINN. 

{*SA. Papers t London, i860.) — I consider Romeo designed to represent the charac- 
acter of an unlucky man — a man who, with the best views arfd fairest intentions, is 
perpetually so unfortunate as to fail in every aspiration, and, while exerting himself to 
the utmost in their behalf, to involve all whom he holds dearest in misery and ruin. 
Had any other passion or pursuit occupied Romeo, he would have been equally 
unlucky as in his love. Ill-fortune has marked him for her own. From beginning 
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to end he intends the best ; but his interfering is ever for the worst. Everything 
glides on in smooth current at Capulet’s feast till the appearance of him whose pres- 
ence is deadly. Romeo himself is a most reluctant visitor. He apprehends that the 
consequences of the night’s revels will be the vile forfeit of a despised life by an 
untimely death, but submits to his destiny. He foresees that it is no wit to go, but 
consoles himself with the reflection that he * means well in going to this masque.* His 
intentions, as usual, are good; and, as usual, their consequences are ruinous. Vainly 
does Romeo endeavor to pacify the bullying swordsman, Tybalt ; vainly does he 
decline the proffered duel. His good intentions are again doomed to be frustrated 
There stands by his side as mad-blooded a spirit as Tybalt himself, and T-'er'^Uio 
takes up the abandoned quarrel. The star of the unlucky man is ever in the ascend- 
ant. His ill-omened interference slays his friend. Had he kept quiet the issue 
might have been different ; but the power that had the steerage of his course had 
destined that the uplifting of his sword was to be the signal of* death to his very 
friend. And when the dying Mercutio says, * Why the devil came you between us ? 
I was hurt under your arm,* he can only offer the excuse, which is always true and 
always unavailing, ‘ I thought all for the best.* Well, indeed, may Friar Lawrence* 
address him by the title ‘thou fearful man!’ — as a man whose career through life is 
calculated to inspire terror. 

The mode of his death is chosen by himself, and in that, he is unlucky as in every- 
thing else. Utterly loathing life, the manner of his leaving it must be instantaneous. 
He stipulates that the poison by which he shall die shall not be slow of effect. He 
leaves himself no chance of escape. Instant death is in his hand ; and thanking the 
true apothecary for the quickness of his drugs, he scarcely leaves himself a moment 
with a kiss to die. If he had been less in a hurry, — if he had not felt it impossible 
to delay posting off to Verona for a single night, — if his riding had been less rapid, 
or his medicine less sudden in its effect, he might have lived. Tlie Friar was at hand 
to release Juliet from her tomb the very instant after the fatal vial had been emptied. 
That instant was enough : the unlucky man had effected his purpose iust when there 
was still a chance that things might be amended. Haste is made a remarkable 
characteristic of Romeo, — because it is at once the parent and the child of uniform 
misfortune. As from the acorn springs the oak, and from the oak the acorn, so does 
the temperament that inclines to haste predispose to misadventure, and a continuance 
of misadventure confirms the habit of haste. A man whom his rashness has made 
continually unlucky, is strengthened in the determination to persevere in his rapid 
movements by the very feeling that the ‘ run’ is against him, and tliat it is of no use 
to think. In the case of Romeo, he leaves it all to the steerage of Heaven , — L <?., to 
the heady current of his own passions; and he succeeds accordingly. All through 
the play care is taken to show his impatience. A gentleman he was in heart and 


• Is there not some mistake in the length of time that the sleeping draught is to occupy, if we con- 
sider the text of the Friar’s speech as it now stands to be correct? [See IV, i, 105, ‘Thou shalt continue 
two and forty hours.’] Juliet retires to bed on Tuesday night at a somewhat early hour. Her mother 
says, after she departs, *’Tis now near night.’ Say it is eleven o’clock ; forty-two hours from that hour 
bring us to five o’clock in the evening of Thursday: and yet we find the time of her awakening fixed 
in profound darkness, and not long before the dawn. We should allow at least ten hours more, and 
read, ^ two and fifty hours,’ which would fix her awakening at three o’clock in the morning, a time 
which has been marked in a former scene as the approach of day. In IV, iv, 4, Capulet says, *’tis 
three o’clock.’ Immediately after [IV, iv, 21] he says, ‘Good faith, ’tis day.’ Tins observation may 
appear superfluously minute, but those who take the pains of reading the play critically will find that 
it U dated throughout with a most exact attention to hours. We can time almost every event 
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soul. All his habitual comiftinions Lved him : Bervolio and Mercutio, who repre- 
sent the young gentlemen of his hqusc, are ready to peril their lives, and to strain all 
their energies, in his service. His fatlier is filled with anxiety on his account, so 
delicate that he will ngt venture to interfere \/ith hU son’? private sorrows, wh’^e he 
desires to discover their source, and, if possible, to relieve them. The heart of his 
mother bursts in hi*! calamity; the he^d ^f the rival house bestows upon him the 
warmest pan^'gyrics; the tutor of his youtn«..ci*fi"e'' everything to gratify !ds wishes; 
his serve nt, though no man is u hero to his de ehanihre^ dares not remonstrate 
with him on his intentions, even when they are avowed to Lv sr age-wild, but with 
an eager solicitude he breaks his commands by remaining as close as he can venture 
to watch over his safety. Kind is he to all. With aM the qualities and emotions 
which can inspire affection and esteem, — with all the advantages that birin, heaven, 
and earth could at once confer, — with the most honourable ftfel mgs and the kindliest 
intentions, — he is eminently an unlucky man. The record of his actions in the play 
does not extend to the period of a wt-ek ; but we feel that there is no dramatic strain- 
ing to shorten their course Everything occurs naturally and probably. It was his 
concluding week; but it tells us all his life. He was born to win battles, but to lose 
campaigns. If we desired to moralize with the harsh-minded satirist, who never 
can be suspected of romance, we should join with him in extracting as a moral from 
the play — 

‘Nullum numen habes, si sit pnidentia ; nos te 
Nos facimus, Fortuna, deam, coeloque locamus 

and attribute the mishaps of Romeo, not to want of fortune, but of prudence. Phil- 
osophy and poetry differ not in essentials, and the stern censure of Juvenal is just. 
But still, when looking on the timeless tomb of Romeo, and contemplating the short 
and sad career through wdiich he ran, we cannot help recollecting his mourning 
words over his dying friend, and suggest as an inscription over the monument of the 
luckless gentleman, 

‘I THOUGHT ALL FOR THE BEST.' 

ALLEN. 

One or two of the emendations of mine, to which the Editor has chosen to give a 
place in his textual notes among their betters, are of such a nature, and are indicated 
in such a manner, as to require a few words of explanation. I refer (as the most 
important of the set) to my reading That* runaway's eyes^ with no other change than 
inserting an apostrophe after the final / in That, I do this to indicate that the defi- 
nite article is present there in full life and force; that it was there in the mind of 
the Poet and in that of those who heard the line spoken from the stage; and that it 
would be there for us, also, if the grammarian and the elocutionist had not trained 
us to a system of spelling and reading and hearing, of which our ancestors had been 
all but innocent. I call the actual presence of the article there important, because, 
without it every tolerable interpretation, that does not call for the substitution of 
some other word for runaways^ is more or*less lame. Thec/bald felt this, and there- 
fore (to support the interpretation of Warburton) went abroad to fetch in the article 
(with the vowel elided, metri gratid) from without. Halpin’s interpretation has the 
same need of the article; but Halpin was an Irishman, and magnanimously ignored 
any such necessity. Others found, in the absence of the article, a justification of 
their more or less violent changes of text. 
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I indicate the actual, though latent, presence of the article by the sign of the a|x»* 
trophe, because the apostrophe is the sign of elision, and elision is merely absorp- 
tion, not omission. I do so because (moreover) the compositor of has so used the 
apostrophe in one or two cases parallel with this. 

If it seem strange that such a word as the should be absorbed by, and be present 
in, a final t, I can remove the strangeness by merely stating the fact, that in Northern 
English th in several words (as they thotiy thy, &c.) was (and still is) pronounced like 
t alone. The case, therefore, is simply that of the absorption of one t by another. 

Now Walker ascertained, by his Porsonian process, that s and other sibilants or 
quasi -sibilants, when immediately following others, were by Sh. (and his contempo 
raries) often omitted both in pronouncing and in spelling. This phenomenon I 
would refer to a law of the language, in pursuanee of which the organs of speech 
abhor the immediate repetition of difficult or disagreeable articulations — not sibilants 
alone, but nasals also, gutturals, and especially dentals (or t sounds.) 

Such being the case — certain sounds being absorbed, in pronunciation, by a like 
preceding sound, and th being often pronounced like t — Sh., in certain cases, wrote 
as he pronounced. He wrote phonetically, lie took no pains to indicate to the eye 
that of which he gave no notice to the ear. He wrote with the hearer, and not the 
reader, in his mind’s eye. But the reader of that day read as he would have heard, 
and drew the same sense from the page, printed without interpretative marks 
addressed to the eye, as he would have drawn from the same matter addressed to the 
ear. We are trained to deal with the printed page so entirely otherwise, that we see 
defects in the original text where none exist, and proceed to amend them by thrust- 
ing words into the supposed gaps, when we should fully meet all the demands even 
of the modern eye by merely indicating (as I have done) the actual presence of what 
had been treated as absent. 

I will now allow a few specimens of this kind of emendation to tell their own 
story. And first for GUTTURALS : 

Macbeth I, iv, i : 

Is execution done on Cawdor f or* or are] not 

Those in commission yet return’d? 

Macbeth II, iii, 137 : 

The near* [*»• nearer] in blood, 

The nearer bloody. 

Nasals : 

Romeo and Juliet II, ii, 72 ; 

Alack I There lies more peril in thine eye. 

Than’ [** than in] twenty of their swords. 

Sonnet xciii, 4 : 

Thy looks with me, thy heart in* [■■ in art] other place. 

Merchant of Venice III, ii. 296 ; 

And one in whom 

The ancient Roman honour more appears 
Than* [«> than in] any that draws breath in Italy. 

Examples of dentals are far more frequent ; 

Tempest I, ii, 210 : 

All but’ [*■ hut the] marinen 
Plunged in the foaming brine. 
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Winter’s Tale IV, iv, 693 : 

*Prav heai^ly he at* [« at iJU] Palace,* 

Othello V, 353 : 

Of one /hose ‘tubdued eyes 
Drop* l^ur.Jt] tears. 

King Lear ITI, vii, 51 : 

Wast thou not ch«.ge<* at* ai Mj/] peril. 

Macbeth IV, iii, 229 : 

Let grief 

Convert to a.iger ; b*unt not’ [= not i/iji} hear^ enrage it. 

As You Like It II, vi, 5 : 

Comfort’ [ss comC.rt fhge] a little. 

King Lear II, i, 89 : 

How dost* [=» dost ihoul my lord ? 
compared with 3 H. VI : IV, iv, i-o; 

Were shame enough to shame then wert thou not shamelesa— 
where Ave should write, * wert^ not shameless.’ 

Much Ado IV, i, 56 : 

You seem* [=seemed^ to me as Dian in her orb. 

In Sonnet cxlix, 2, after the absorption of the t, the two words are made into one t 


When I, against myself, with thee partake (for parttake.')\ 

These are but a tithe of the instances that have occurred to me in the Sonnets, 
and in only half a dozen plays of Sh. To discuss and illustrate even the few I have 
thus produced would require a dissertation, inftead of this brief note. 


The following emendation was accidentally omitted in its place. I, i, 195, for 
lost read left: 

Ben. An if you leave me so, you do me wrong. 

Rom. Tut 1 I have left myself ; I am not here ; 

This is not Romeo, he’s some other where. 

It was exactly in Romeo’s manner, in this dialogue, that he should take up the 
very word of Benvolio in his answer. J Nothing was easier than for the transcriber 
or compositor of that day to mistake /for the long j, and vice versd. Compare Cori- 
olanus I, iv, 55, where for left we should probably read lost. 

In I, i, 125, I proposed to substitute more for most, because the logic of the pas- 
sage seems absolutely to require it : I was then most eager to find a place, in which 
more than myself might not be found, because I alone was already one too many. 
Sh. was not, moreover, the man (in Romeo and Juliet, at least) to let slip the chance 
of running through the Degrees of Comparison, many, more, most. 


• In this particular case, the apostrophe appears in Fj. 
t Chaucer had already done the same thing {Pardonerds Tale, 13967): 

* Sour is thy breath, foul artow (•• art thou) to embrace.* 
t This cannot be called a conceit without a parallel, for Racine has the same in his Phidre, Act II : 
*Maintenant je me cherche, et ne me trouve plus.* 
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CHATEAUBRIAND. 

Shakspere ou Shakspeare^ i8oi.) — How touching in this scene (HI, v, 1-36) 
is the contrast of the charms of the morning and of the last happiness of the young 
couple with the horrible catastrophe which is so soon to overwhelm them. It is 
simpler than the Greek, and less pastoral than Aminta and the Pastor Jido. I know 
only one scene, in an Indian drama in Sanskrit, which at all corresponds to the fare- 
wells of Romeo and Juliet, and it is only in the freshness of its fancy, and not at all 
in dramatic interest. Sakoontala, when about to leave her father’s abode, feels hei 
self held back by her dress : 

SakoontalA. What can this be fastened to my dress ? (7wr«j rounA., 

Kanwa. My da\ighter, 

It is the little fawn, thy foster-child. 

Poor helpless orphan 1 it remembers well 
How with a mother s tenderness and love 
Thou didst protect it, and with grains of rice 
From thine own hand didst daily nourish it. 

Sakoontald. My jioor little fawn, dost thou ask to follow an unhappy wretch who hesitates not to 
desert her companions? When thy mother died, soon after thy birth, I supplied her place, and reared 
thee with my own hand ; and now that thy second mother is about to leave thee, who will care for thee? 
My father, be thou a mother to her. My child, go back, and be a daughter to my father.* 

{Moves on weeping^ 

, , . It is to be remarked in general that Sh. is very fond of these contrasts. Ho 
places gaiety alongside of sadness, he mingles festivities and shouts of joy with fune- 
ral pomp and shrieks of grief. The musicians summoned to Juliet’s marriage arrive 
but in time to attend her to the grave; indifferent to the grief of the household 
they indulge in jokes, and talk of matters utterly foreign to the tragedy, — who does 
not here confess the truth of nature? — who does not feel the bitterness of this pic- 
ture? — who has not witnessed scenes precisely similar? These effects were not 
unknown to the Greeks, and many traces are found in Euripides of these naiveth 
which Sh. mingles with deepest tragedy. 

******* 

But the admirers of the tragic and comic genius of the English poet seem to me 
to be much deceived when they applaud the naturalness of his style. Sh. is natural 
in his sentiments and ideas, never in his expressions, except in those fine scenes 
where his genius rises to its highest flight ; yet in those very scenes his language is 
often affected ; he has all the faults of the Italian writers of his time ; he is emi- 
nently wanting in simplicity. His descriptions are inflated, distorted; they betray 
the badly-educated man, who, not knowing the gender, nor the accent, nor the 
exact meaning of word.s, introduces poetic expressions at hap-hazard into the most 
trivial situations. Who can repress a groan at the sight of an enlightened nation, that 
counts among its critics a Pope and an Addison, going into raptures over the descrip- 
tion of an Apothecary in Romeo and Juliet ? It is the most hideous and disgusting 
burlesque. True it is that a flash of lightning illumines it, as in all Sh.’s shadows. 
Romeo utters a reflection on the unfortunate wretch who clings so closely to life bur- 
dened though he be with every wretchedness. It is the same sentiment that Homer, 
with so much nalveti^ puts in the mouth of Achilles, in Hades : ‘ I would rather be 


* *Sako0ntaldy or The Lost Ring^ trans. from the Sanskrit of KAlidasa, by Monger WilltamSi 
pi X08. Hertford, 1855. If^^* 
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fre slave, on the eanu, to a poor labr ei, with scanty means of living, than to reign 
a sovereign in the empire of rhades.** 

SAlNT-MARvj GIRARDIN. 

(*Cours de LittirUure DramatiquCy '^oi. i, p. 98. Paris, 1845.) There is in 

English literature a very sing iLr taste for death. W iiPtever is mysterious and^ 
unknown in the idea of aeptli, whatever is iiornble, nay, repv^sive, in its attributes, 
seems to possess a peculiar chaxm to the English min:?, It is curious to note this 
taste for death in Sh.’s heroes. It io not alone Hamltt, mela'.^choly and gloomy, that 
loves to dwell upon this idea; the young and beautiful Juliet, before taking ilie sleep- 
ing draught, does not think of Romeo and Romeo alone, WnO is to come and deliver 
her from the tOinb ; her love never enters her thciights, but she JwelL with terror on 
the funeral vault in which .she must b^ laid, on that abode nf death and ghosts ; she 
describes the frenzy which may seize her, and haw she may profane the bones of her 
ancestors. This description of Juliet’s, wliich seems hardly natural, does not, how- 
ever, displease the English, and it testifies, in their literature, to this taste for the 
accompaniments of death. Romeo, too, appears, beyond measure, delighted in the 
tomb of the Capulets. I know that he finds there his Juliet again, but, if I dare say 
what I ihink, no hero of Homer’s nor Sophocles’s, no Greek nor even an Italian lover, 
would ever dream, as did Romeo, of thinking Juliet, when dead, more lovely than 
when living; his p'^ssion would not be intensified by the abode in which he found 
his betrothed. In Sophocles, Ilmmon killed himself at the tomb of Antigone, as does 
Romeo in the tomb of Juliet; but Sophocles does not show us this scene of love and 
derth ; gloomy vaults do not accord with ideas of love and marriage in Greek art. 
But in Romeo’s case, on the contrary, the horror redoubles his ardour ; he feels more 
impassioned, more enthusiastic, more loving, if I may dare to say so, not merely 
because this is the last time that he will contemplate Juliet’s beauties, but because— 
am I deceived ? — these funereal scenes harmonize with the fancy of this lover, the cre- 
ation of Sh.’s genius. Note his words ; he speaks with neither horror nor disgust— -of 
what? — of the very worms which are to devour his adored one. Thus did lie picture 
Juliet, and never did he love her more fondly, no ! not even when he left her at the 
first beams of the morning, at the first song of the lark ; not even when the dawn 
shone upon their loving adieux were Romeo’s words so burning as in this frightful 
charnel-house; nature awaking wreathed in smiles from a night of love spoke less 
impressively to his heart than the aspect of the grave. Read over V, iii, 91-96, and 
say if Juliet, when alive, was ever so ardently adored. Singular imagination that is 
inspired and warmed by thoughts of dcatli ! strange and novel poetry, nothing akin 
to the Greek, and savouring of inspiration from the climate ami fiom the austere 
ideas which Christianity implants in the mind of man. Sh. felt both these influences; 
he surrendered himself without resistance to the former, and stamped its effect even 
more powerfully upon his countrymen, but he has altered and perverted llie latter. 
Let us briefly explain these two effects : — Montesquieu, while remarking that suicide is 
more common in England than elsewhere, attributes it to the climate; in my opinion 
Sh. is accountable, in a measure, for this contempt of life, more common in England 

• M. Albert Lacroix says that Chateaubriand, in 1836, retracted much of his former criticism 
on Sh. I would gladly Iiave inserted the recantation if I could have found it : Lacroix s remark, 
however, must refer to some other essay than that from which the above extracts are taken, which 
appears unchanged in the edition of Chateaubriand’s collected works published in that year. £,0. 
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than in other lands, because he has joined the influence of poetry to that of the cli- 
mate ; he has familiarized his compatriots with the idea of death by putting it upon 
the stage, and he has boldly mingled with it thoughts and sentiments to which it seems 
most foreign. As long as the story of Romeo and Juliet was confined to the circle 
of Italian literature, those vague and gloomy fancies, which, in Sli., form one of the 
traits of these characters, were unknown, — Luigi da Porto never dreamed of making 
melancholy visionaries of them. The Italian Romeo, when he is in the tomb of the 
Capulets, says nothing of the charms of death; he fails to note that Juliet is still 
beautiful even in death, so much has the idea of death veiled from his eyes the beau- 
ties of his beloved. All the thoughts of the English Romeo centre upon the corpse 
before him, upon Juliet, whom he loves to contemplate even in her grave, still lovely, 
although without life ; the thoughts of the Italian Romeo fly back to Juliet as shr 
was while she lived, beautiful and beloved; and the Italian Romeo and the English 
Romeo have each the thoughts and sentiments that their climate bestows upon them. 
In the South, life and beauty are sacred things, from which men carefully exclude 
the idea of death as a sort of profanation. In the North, men loVe to call up this 
idea, in order, by the contrast, to feel more deeply the charms of life and beauty. 
When Romeo wishes to purchase poison and die, with what pleasure Sh. lingers 
over the description of the Apothecary, whose poverty compels him to sell death; and 
the shop, redolent of sorcery and crime; and even the poison itself, which had the 
strength to despatch twenty men. He broods over all these gloomy and repulsive 
ideas which are pleasing to his genius and to his countrymen. Thus is shown in Sh. 
the influence which the climate has exercised upon poctiy. Let us now turn to the 
second influence, that of Christianity, and see how that has been modified by him. 
[This has been effected, according to M. Girardin, by the doubts which Sh. has cast 
over immortality and a future life, chiefly in Hamlet. Ed.] 


PHILARfiTE CIIASLES. 

{^Etudes sur Sh.' p. 141. Paris, 1851.) — Who cannot recall lovely summer nighta 
when the forces of nature seem ripe for development and yet sunk in drowsy languor, — 
intense heat mingled with exuberant vigor, fervid force, and silent freshness ? 

The nightingale’s song comes from the depths of the grove. The calices of the 
flowers are half-closed. A p.ale lustre illumines the foliage of the forest, and the 
outline of the hills. This profound repose conceals, we feel, a fertile force ; beneath 
the retiring melancholy of nature lies hidden burning emotion. Beneath the pallor 
and coolness of night and its luminary there is a hint of restrained impetuosity — 
each flower, brooding in .silence, is longing to bloom forth. 

Such is the peculiar atmosphere with which Sh. has surrounded one of his most 
wonderful creations, Romeo and Juliet. 

Not only the story upon which the drama is founded, but the very form of the 
language comes from the South. Italy was the inventor of the tale; it breathes the 
very spirit of her national records, her old family-feuds, the amorous and bloody 
intrigues which fill her annals. No one can fail to recognize Italy in its lyric 
rhytlim, its rich and flowing essence, in the blindness of its passion, its sparl%iiing 
images, its bold composition. Romeo’s words flow like one of Petrarch’s sonnets, 
with a like delicate choice, a like antithesis, a like grace, and a like delight in 
clothing his passion in tender allegory. Juliet, too, is wholly Italian, with small 
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gift of forethought; and, endowed with a simplicity that is perfect in its utter 
donment, she is both passicnat<^ and p..re, , . , 

With Fnar Lawrence, we foresc that t^-e love-s will be conv|uered by fa*e; Sh. 
does not close the toirb upon them un *1 he has intoxicated them with all the happi- 
ness that can be crow ded into humai* existcnc The balcony-scene is the last gleam 
of this fleeting bli^s. Heavenly accent’ tio'*t upon the air, the fragrance of the pome- 
granate-blossoms is wafted . kft to JuKct’s chamber, thr sighing plaint of the night- 
ingale pierces the leaiy shadows of the grove, nalnre, d<Vb ^nd impassioned, can 
only in rustling andfragrar.ee aud her assent to tfUt sublime, sad hymn upon the 
frailty of human happiness. , . . 

But where is the corse of Romeo ? What has become of Juliet ? 

In a deserted street of deserted Verona stands, half hiddeii, an old smoke-stained 
hostelry, where there is shouting and swearing and :mokiri^, where maccaroni and 
sour wine are dealt out to labourer^. It was once the p-^Jace of the Capulets. The 
little hat, sculptured above the doorway, is the escutcheon of the Capulets, the Cap- 
pelletto. Here Juliet lived. At the end of a court-yard there ^s an ancient tomb, the 
burial-place, they tell you, of Romeo and Juliet. It looks now like an empty ditch. 
Every year more than a thousand curious people come on a pilgrimage hither to see 
this fragment of stone. 

It IS due to Sh. that the traveller now visits Verona solely to look for traces there 
of Romeo and Juliet. 


GUIZOT. 

(* Sh, and his Times* p. 195. London, 1852.)* — It is in comprehension of the 
iiatural feelings that Sh. excels, and he depicts them with as much simplicity and 
truth of substance, as he clothes them with whimsicality of language. What can be 
less similar than the love of Petrarch for Laura, and that of Jidiet for Romeo? In 
compensation, the expression, in Petrarch, is almost always as natural as the feeling 
is refined ; and whereas Sh. presents perfectly simple and true emotions beneath a 
strange and affected form, Petrarch lends to mystical, or, at least, singular and vei*y 
restrained emotions, all the charm of a simple and pure form. I will quote only one 
example of this difference between the two poets, hut it is a very striking example; 
for it is one in which both have tried their powers upon the same position, t.<ne same 
feeling, and almost the same image. Laura is dead. Petrarch is desirous of depict- 
ing, on her entrance upon the sleep of death, her whom he had painted, so frequently 
and with such charming passion, in the brilliancy of life and youth ; 

* Non come fiamma che per forza h spenta 
Ma che per si medesma si consume, 

Se n’ando in pace I’anima contenta. 

A guisa d’un soave e cUiaro lume, 

Cui nulrimento a poco a poco manca, 

Teneudo al fin il suo usato costume. 

Pallida no, ma pifi che neve bianca, 

Che senza vento en un bel colle fiocchi, 

Parea posar, come persona stanca. 

Quasi un dolce dormir ne’suoi begli occhi, 

Sendo lo sperto giit de lei diviso, 

Era quel che morir chiaman gli sciocchi, 

Morte bella parea nel suo bel viso.’t 


• It is not stated, on the title-page of this work, by whom this translation was made. Six 
t Petrarch, ‘Trienfo della Morte,* cap. i, 160-172 
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The following translation is from the pen of Captain Macgregor: 

* Not as a flame which suddenly is spent, 

But one that gently finds its natural close, 

To heaven in peace, her willing spirit rose ; 

As, nutriment denied, a lovely light. 

By fine gradations failing, less, less bright, 

E’en to the last gives forth a lambent glow : 

Not pale, but fairer than the vii^in snow, 

Falling, when winds are laid, on earth's green breast. 

She seem’d a saint from life’s vain toils at rest. 

As if a sweet sleep o’er those bright eyes came, 

Her spirit mounted to the throne of grace I 
If this we, in our folly. Death do name. 

Then Death seem’d lovely on that lovely face.’* 

Juliet also is dead. Romeo contemplates her as she lies in her tomb, and he also 
expatiates upon her beauty. I need not insist upon the comparison ; who does not 
feel how much more simple and beautiful the form of expression is in Petrarch? It 
is the brilliant and flowing poetry of the South, beside the strong, rough, and vigor- 
ous imagination of the North. 

SAINT-MARC GIRARDIN. 

(*Cours de Literature Dramatique^ vol. iii, p. 364, Paris, 1855.) — The language 
nf the lovers often degenerates into quibbling; but what they feel with nalvet6 they 
express with affectation. What they say is an idyll of the ball-room ; what they feel 
is a most gracious and vivid picture of innocent love. And it is under this image 
that the two lovers remain graven on our imagination. All the world over, when 
two hearts, young and pure, fall in love wdth each other, if they are cultivated, they 
think of Romeo and Juliet; if they are uncultivated, they do better than think of 
them, they re-enact them. I read lately, in an English novel, the story of a young 
girl who fell in love with a P'rench gentleman. How, think you, did Gertrude 
Lifford avow her love for Adrien d’ Arberg ? * She took the volume of Luigi da 

Porto — the story of Romeo and Juliet — and ran to seat herself under the noble trees 
of the park, and, when she read that charming greeting, that admirable exclamation 
of love at first sight : Benedetto sia la vostra venuta qul presso tne^ messer Romeo 
she let the volume fall upon her knees.* f 

ALBERT LACROIX. 

{^Histoirede V Influence de Sh. surle Thtatre Frangais' p. 338, Bruxelles, 1856.I) — 
In this long enumeration [of French authors] we meet for ever the same thought ; 
in all this variety of labour there is but one common end, to return to Sh., as to the 
true source, to the very personification of the modern drama — to erect his genius as 
a perfect model. And this movement has so penetrated to the heart of the masses 


• Maegregor’s ‘ Odes of Petrarch,’ p. 220. 

♦ Lady-Btrd^ by Lady Georgiana Fullerton. 

t Although much that is here quoted from M. Lacroix is not strictly germane to the subject of this 
volume, yet it seems fitting that this first attempt to introduce in an edition of Sh. the French critics to 
an English public should be accomiianied by the striking testimony which M. Lacroix bears to the 
powerful and growing influence of Sh, in France. M. Lacroix’s book, ^Couronnl au Concours instUui 
parle Gouvemement Beige entire les Universitis du Royaumel is beyond all praise, and should ba 
read by every one interested in Shakespearian studies. £d. 
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that the names oi the poet and of nis creations huve become household words. The 
powerful influence which he mrieldr. i? manifest, an'l has grown gradually for the last 
hundred and fifty years, is sti^ frr from reaching a limit; has increased more 
than ever in our days; more than L/e»- is it now active. It can be traced in all of 
the really remarkable works which have seen the light in thi*^ last quarter of a cen- 
tuiy, so vigorous in evcrjdhing. This .nfluence will not cease; it will prepare the 
future of dramatic art— of h'^t art wl^ich,we i-^^eat R..d firmly believe, is as yet or.ly 
in its infancy and piOCCbS of formation, seeking a pad' and awaiting a new Sh, 
Already in France we are ^etuining to simplicity, and longn.g to be at one again 
with nature and truth. 

The influence of Sh. or the French stage touches at a multitude of points ; it ap- 
pears, not in a simple sketch of the authors who have i ita^^id or translated Sh., not 
in a dry list of names, but by an accurate analysis of it; f it is *0 say, by a philo- 
sophic history of whatsoever has helped to diffuse it, or of whatsoever has been 
inspired by it ; a vast subject, doubtless, since the example of Sh. has prompted, 
whether directly or indiicctly, almost all the theories and almost all the works of the 
modern drama. The analysis, therefore, of the influence of Sh. comprises history 
both of the form and of the theory of the Drama^ and, up to a certain point, the 
history of dra natic criticism in France during nearly two centuries ; two centuries 
fruitful, inc''eed, in attempts and results, and the subject opens and spreads the 
farther we advance. . . . 

The theatre oi Sh. is the most perfect that the world has yet seen. It will con- 
tinue to be a study for dramatic authors of all ages, and all will find in it the very 
nutriment for an artistic education — an education which will be developed uncon- 
sciously, so to speak, by the study of all the emotions that can stir the heart, of all 
the loftiest thoughts that can elevate the soul. 

The influence of Sh. upon the French stage has been profoundly salutary. To 
prove this truth, which is for us an axiom, we should have to recapitulate all the 
ideas which we have set forth in the course of our work ; we will here only indicate 
some of the general benefits of this influence. Sh. has emancipated us from the 
classic tragedy, which had become an anachronism and an anomaly in the midst of 
our modern society ; he has given birth to a new dramatic form which is a step 
towards the theatre of the future ; by his example he has brought back into the 
domain of art spontaneity, freedom, which had been so long banished from it, the 
sole pledges of its progress. ... 

(P. 173.) In the imitation of Romeo and Juliet by Duels, in 1772, the feud be- 
tween the Capulcts and Montagues is preserved, but new situations are added. 
After the defeat and banishment of his father, Romeo, while an infant, is received 
into the household of the mortal enemies of this family, the Capulcts : his true name 
and birth remain concealed : he is called Dolv6do. Thus he grows up under the 
roof of a stranger, while his father, pursued by misfortune, lives solitary, vanquished, 
ruined, in exile. The old man’s place of retreat is unknown. On tlie other hand, 
the triumphant Capulet is puffed up with the assured success of his house; he 
slumbers in his tranquillity, he rejoices in his power. But all of a sudden, after 
years of concealment, Montague reappears and rallies his partisans ; from this time 
forward the drama revolves, so to speak, only around the quarrel of the rival chiefs 
in their appeal to arms. Romeo alternates between his duty to his father, whom he 
sees again, and gratitude to his benefactor, with whose daughter Juliet, moreoveri 
he is in love. 

37 * 
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Where, in all this, is there a trace of the conception of Sh. ? Sh.’s purpose was 
to reveal two loving hearts surrounded by inveterate family hate ; it is lovely, sim- 
ple, full of poetry and freshness ; the sight of this young couple, so full of love, makes 
US better and happier — we connect ourselves with their destiny, we weep over their 
sad fate. Apart from the interest in the plot of the drama, how immense is the share 
allotted to the observation of human nature ! what truth in the smallest details ! what 
an infinite variety of portraits 1 The hand of the master is revealed as clearly in 
Friar Lawrence, the practical and tolerant philosopher, as in the quarrels between 
Sampson and Abraham. Not only did Ducis suppress all these details in his work, 
but that sweet dream of love is lost in the intricacy of an intrigue, lie attributes to 
his Montague a cruelty almost ferocious, so wholly uncalled for that it disgusts the 
spectator. We will not cavil at the arrangement of his plot — from such as he has 
adopted he could compose beautiful scenes, and characters more or less true, if he 
were strong enough to paint the grand passions of the heart; but this merit was 
equally denied him — in his hands the love of Romeo and Juliet became only a» 
accessory of the tragedy. 

Sh., we easily persuade ourselves, never sought for difficult and surprising combi 
nations, the unforeseen complications of a plot; in his dramas everything advances 
without clap-trap, the action unfolds naturally and of itself, free from any unexpected 
counterplots, which only retard the main issue ; everything aids in advancing the 
plot to its end. In short, — this may appear novel, but we believe it to be none the 
less true, — there exists in his works much action — that is to say, life — but little plot, in 
the sense in which we arc accustomed to use this word, none of the arrangements 
that our modern performers know how to find there. What need had he of all these 
tricky inventions, so popular, and which Ducis sought for long ago? Sh. cared far 
more for the soul of his work than for its skeleton. lie depicted the inner life of 
man, the agitations of the soul ; he admirably discriminates the almost inappreciable 
gradations in feeling; he did not look solely at the action, the merely exterior 
envelope of the drama. Thought is the ruling clement with him always, and yet 
what can be more animated than his scenes? Ducis changed the manner of Sh. 
e.ssentially, or, rather, he did not understand it; on his own authority he mixed up 
foreign elements with the subjects that he boi rowed, and by so doing disfigured his 
model. It is thus he fashioned Romeo ; instead of powerfully moving us and speak 
ing to our very souls by the spectacle of devoted love, of a union of two hearts deep 
and holy, he gives us no more than the representation of a mutual and merciless ran- 
cour between two enemies. What was secondary in Sh. became in his hands the 
main fact, the ver>' subject of the piece. (P. 1 75) 

In comparing the different styles of the French and English drama, Corneille and 
Racine perfectly represent the former, and Sh. the latter — one is a pure product of 
art, the other is a work of nature, to which it has remained for ever faithful. , . . 
The exclusive imitation of the ancients stripped off the last vestiges of originality; 
the whole French drama of the XVIIth century (and of the XVIIIth itself for the 
most part) was purely artificial. . . . What a difference in England, where, at the 
first stroke and without effort, as without models, one single man, freed from the 
clogging weight of rules, freed from the servile imitation of his predecessors — one 
single man raised the drama to a height which no nation has as yet attained, but to 
which we are all, Germans, as well as French, struggling to reach by the study of 
this incomparable poet I 

Sh., driven of the spirit, obeying this secret voice which spoke to him unceasingly^ 
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and which is infallible, follows free!; his fearless inspiration. Nothing checks him, 
no influence weighs him down — ^he ,ives in the people. The age in which he lived 
still savoured of the grossn of the Middle Ages, nay, was even a part of them, but 
he outstripped his age by the pure lo’-':e of . is genius. He is not, like Corneille or 
Racine, the personification of an age oi of a system ; he is for all ages, he is uni- 
versal. The hoir.age paid to hi’u in Fmnr-', duiiiig the last thbty years, ]:>roves it. All 
Europe itsf'lf, in its admiration for Sn., ..s fl-t'^nced by the New Verld. ‘The 
United States,* says M. Villenrain,* ‘have no other national theatre than fhe dramas 
^f Sh., which excite even more applause and enthusiasm th^. e t’ an in London. The 
sound democratic sense of men, so industrious and busy, sciz'^s with avid'ty the 
mighty ideas, the profound sentences o^ which Sh. is fidl ; fiis gigantic figures chann 
the souls of those who are accustomed to the most magnificent aspects of nature, and 
to the grandeur of the forests and rivers of the New World, i here, as on his native 
soil, Sh. is the most popular of authors; he is probably the sole poet whose words 
are sometimes heard in the simple .-loouence and grave Jiscussions of the American 
Senate.’ And, as we further learn from M. Villemain, are not the vast Indies 
already filled with the name and study of Sh. ? Sh. fo.ms, sc to speak, the founda- 
tion of the education of the Ilindostani children, who learn to declaim and act his 
tragedies. 

Thus, to whatever quarter we turn, among the ancient nations of Europe, among 
the young peoples of America, as well as in mysterious India, in so many countries 
differing in man :rs and tastes, Sh. is the great poet that all read and all love. 


ALFRED MfeZifeRES. 

{*SA. ses (Euvres et ses Critiques,' p. 264, Paris, i860.)— Like a great poet who 
knows all the storms of youth and love, Sh. painted the lofty sentiments, the burn- 
ing passions, the headlong actions, the countless joys and sorrows of which the tissue 
of his drama is woven. But he was not only the limner of the passions, he was 
their judge, and herein, perchance, lies the greatest wonder of his genius. There 
is nothing, in sooth, more difficult than to identify one’s self, on the one hand, with 
characters hurried away by passion, while, on the other, the entire freedom of an 
impartial spectator is reserved for the calmest observation and analysis of the events 
which must needs be narrated in burning words. Sh. seems to share in all the illu- 
sion and enthusiasm of the lovers, and yet at the very instant that he is pouring forth 
like fire their intense emotion he fixes on them the calm gaze of a philosojiher. Ihe 
philosophy of the Friar is but the judgement which the poet pronounces from the back- 
ground of the tragedy. When the Friar speaks we seem to hear the reflections 
which the poet is making aloud to himself as the play comes from his creative hands. 
Under the garb of the monk, Sh. communicates to us the results of his personal 
pericnce, and the conclusions to which the spectacle of the world has led him. He 
was profoundly versed in the study of human nature; he knew its weaknesses, its 
contradictions, its impatient desires, its rashness attended by boundless hope and 0 - 
lowed by utter despair, its misfortunes whether merited or self-provo ve , le cnew 
the self-deception man so often practices; all this he knew, and yet t le novv e ge 
never lessens his indulgence or his sympathy for his fellow-creatures. e smi es a 


• Etudes de LUttrature ancunru et Etrangire, par M. VUlematn, p. a8i. Pan?, 1849. Eo. 
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their folly, he is vexed at their weaknesses, and he sometimes sternly summons them 
back to their duties ; but all the while he is full of compassion, extending the help- 
ing hand, and by wise counsels endeavouring to soften their lot. No longer is he 
young or passionate like them ; but he loves youth, he excuses passion, and his heart, 
always generous, promptly espouses the cause of those whom his reason condemns. 
. . . Romeo and Juliet is a youthful work; if Sh. had written it later he would 
doubtless have lopped the concetti and the flowers of rhetoric, but he might perchance 
have drawn those passionate emotions with less ardor. Whoever touches the play 
under pretext of correcting it, cannot efface a blemish without erasing the brilliant 
colors of this youthful and bujjning poetry. 

A. DE LAMARTINE. 

{^Sh, et son CEtivre^ p. 132, Paris, 1865.) — In this first great dramatic w >rk of Sh. 
we find : Invention, none ; it is literally translated from an Italian novel : a vitiated 
taste, since the most scandalous obscenity usurps the place of that virgin purity which 
is as necessary to style as to love: a style in a great measure depraved by the 
Italian affectation of that age, when authors made jests in place of revealing what 
should have been the true and pure sentiments of the situations in which they placed 
their characters: pathos chilled by the false over-refinement of the expressions. 
Such are the defects of Sh. in this piece. But after this is admitted, and too well 
proved by the citations over which we have thrown the veil of omission, its beauties 
reveal a great genius, a splendid imagination, a soul full of pathos and a master of 
hearts. That scene alone of the nuptials of the two lovers, and that admirable idea 
of the nightingale’s song arousing the young bride, the uncertainty which the bird 
awakens in the mind of Juliet whether it be the vesper song, a prelude to a long 
night of rapture, or the matin song bringing separation or death ; the tender dispute 
between the lovers whether it be the morning lark or the nocturnal songstress ; this 
dispute about the time, those supreme moments which are to be prolonged for their 
felicity or abridged from their love, an idea entirely Sh.’s and such as no other poet 
could create, is worth a whole tragedy. It is a poem complete in itself ; it is the 
heart sounded to its mysterious depths ; it is nature associated with the happiness of 
the lovers by the most joyous and the saddest analogies of the summer nights under 
the southern skies, and it is the same note of the nightingale whether she sings in 
the evening twilight or in the morning dawn, giving to the lovers the signal of bliss 
or the terror of death. Thus, is the nightingale of Romeo ^ or, is the lark of 
yulictl has become the proverb of anxious love in all lands. Poetry can go no 
farther, and the imagination can conceive of no more divine image in any tongue. 

Observe here how the poet, entirely given up to himself, becomes simple and 
sober in his expressions by the very truth and force of the sentiment. All of 
pathos is in these two phrases, * it is the nightingale y or, * it is the larky and then the 
terrible cry of Juliet when, after having denied, she is forced to assent : *It is the 
larky my lovCy save thyself P 

In this play we find neither crime nor vice of any kind to serve as contrast to the 
two young lovers. They are sufficient to each other and to the spectators; all is in- 
nocence, all is goodness around them, except the fatality, blind and deaf, which sets 
a snare for them and drives them into it. Father, mother, friends, the Friar, the 
rival himself, Pa* is, all unite in loving them and serving them, and yet they love 
each other, they marry and they die I Fate lures them on, separates them, and re 
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unites them in the bloody marriaf»- of the tomb. Melting pity for these two chil- 
dren, victims even of the friei^dshin of the Friar v'ho wishes to save them, is the 
only sentiment which mov.^ the sjw'ctptor- tears devoid of bitterness fill all eyes; it 
is the tragedy of innoeence, it is the .ngedy of nature, but it is not the tragedy of 
art. Voltaire brutally called Sh, a doinken barbailan ; not so, but a man of genius, 
uncultivated and rrtless, resembling, ‘n ae polished arrangement of his plays, 
chylus, Eu.ipides, Cc^neillo, Eacine, or, even /uhaiie h'mself, as little as the Parthe- 
non of Athens resembles a vijgin forest ci the banks of the Mississippi; the Par- 
uienon is verily of marble, wo mry admire it, but it does not Jve, no vitality flows 
in the stony veins of its statues, while the virgin Hnt&t lives and overflows with a 
life which renews itself through all time. This is .he character of Fh.; full of 
faults but full of passion, he lives, and will live an et mp^ life. Thus his c/te/* 
d^<etivre explains to us the enthusiasm that the poor holder -f hordes at the door of 
a theatre has inspired in the most cultivated nation of the Jtniverse. 

H. TAINE. 

{^Litttrature Anglahe' vol. ii, p. 19J. Paris, 1866.) — In Sh. there is no prepa- 
ration, no development, no care to make himself understood. Like a horse full of 
stren 4th and fire, he leaps over the ground, he does not know how to run. From 
word to word he clears enormous distances, and glances in an instant from one end 
of the earth to tiio other. In vain does the reader strain his eyes to trace the inter- 
mediate steps ; da^ed by the prodigious leaps, he wonders by what miracle the poet has 
passed from one thought to another: we may here and’ there catch sight of a long 
ladder up which we clamber painfully step by step, but which he has mounted at a 
bound. Sh. flies, we creep. Hence arises a style made up of dizarrencs, of bold im- 
ages, intercepted by images still bolder, ideas barely hinted at, overwhelmed by others 
a hundred leagues removed ; no sequence, but apparent incoherence; we halt at every 
step, the path has disappeared ; far above our heads we descry the poet, and we find 
that we are following him through a rugged region full of precipices, over which he 
passes as on a level plain, while we by the most strenuous exertions can barely crawl. 

But suppose we find that these utterances, so violent and so unpremeditated, 
instead of following each other smoothly and studiously, were poured out in crowds 
with all the facility and overwhelming abundance of ripples bubbling over from a 
brimming spring, that rises higher and higher, and finding nowhere room to spread 
out or to emply itself. There are twenty instances in Romeo and Juliet of this inex- 
haustible fancy. The metaphors, passionate exaggerations, pointed and twisted 
phrases, loving extravagancies, which the two lovers heap up, are infinite. Their lan- 
guage resembles the roulades of nightingales. Sh.^s wits, Mercutio, Beatrice, Rosa- 
lind, the clowns, the buffoons, all sparkle with flashes that go off, one after another, 
like a fusillade. Not one of them but utters enough to set up a whole theatre. ITie 
imprecations of Lear and of Queen Margaret would suffice — the former for the in- 
mates of an insane asylum, the latter for all oppressed ones on the face of the earth. 

All this may be explained in a word : objects entered into Sh.^s mind all com- 
plete, they can pass into our minds only disjointed, separated, piecemeal. He 
thought in blocks, we think in atoms. Hence his style and ours are two opj)Osite 
languages. We, writers and reasoners, may note precisely by a word each isolated 
member of an idea, and represent the exact order of its parts by the exact order of 
our forms of expi ession ; we advance by gradations ; we follow the threa Is of our 
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discourse ; we try to deal with our words as though they were numbers, and our 
phrases were equations. We use only general terms intelligible to every one, and 
regularly constructed sentences which all comprehend. We achieve precision and 
clearness, but miss the life. Sh. flung aside precision and clearness, and seized the 
life. Out of his complex conceptions he snatches a fragment, some fibre, all alive 
and throbbing, and shows it to you ; you must divine the rest. Behind the word is 
a whole picture, a long train of reasoning foreshortened, a swarm of ideas, — ^you 
know what such words are, condensed and crowded — such words as come thick and 
fast in the heat of composition or the transport of passion, slang terms, fashionable 
phrases recalling local associations or personal experiences, little mincing modes of 
speech, and incorrect turns that, by their very irregularity, express the abruptness or 
the dislocation of the thought — trivial words, extravagant figures. Behind every one 
of them is a gesture, a sudden contraction of the eyebrows, a pursing of the smiling 
lips, or a downright saraband. These various forms of speech do more than denote 
ideas, they all suggest images. Every one of them is the concentration of a com- 
plete mimic action, the expression and the definition of a partial and particular idea. 
Hence it is that Sh. is at once strange and powerful, obscure and creative, beyond all 
the poets of his age and of all ages — the most lawless of all violators of language, the 
most extraordinary among all makers of souls, the farthest removed from logic and 
classic reason, the most potent to awaken in us a world of forms and to conjure up 
before us living persons. 

Take, for instance, the Nurse in Romeo and Juliet, one of the most complete of 
his characters, garrulous, foul in language, the mainstay of the kitchen, smelling of 
pots and old shoes, stupid, impudent, immoral, yet otherwise a worthy soul, and 
indulgent to her young charge. She sets out to tell a long-winded, improper anec- 
dote, and begins it four times over. It is all the same whether she is stopped in it 
or not. She has the story in her mind and tell it she must, although it raises no 
laugh but her own. Endless repetitions are the infant steps of intelligence. Com- 
mon people never follow a direct line of reasoning or of narration. They retrace 
their steps, beat around the same bush. Tickled with a simile, they keep it before 
them for an hour, and cannot bear to let it go. They advance only by meandering 
in and out among a hundred incidents before they reach the essential word. Every 
thought that crosses their minds turns them from their path. Thus is it with the 
Nurse, when she brings news of Romeo to Juliet, whom she tortures not for the sake 
cf teasing her, but only through her rambling incoherence. Her garrulity is even 
worse when she tells Juliet of the death of Tybalt, and the exile of Romeo. We hear 
the piercing screams and coarse hiccoughs of the asthmatic old magpie. She bewails, 
she jumbles together names, she utters set phrases, and ends by calling for brandy. 
She curses Romeo, and then conducts him to the chamber of Juliet. The very next 
day, after Juliet has been commanded to wed Paris, and she throws herself into the 
arms of the Nurse, beseeching her for consolation, advice, assistance, the latter finds 
the true remedy: ‘marry Paris.* This naive immorality, these weathercock argu- 
ments, this fish-wife’s estimate of love, give the finishing touches to the portrait. , . , 

Let the reader compare the dialogue of our stage with Mercutio’s descripition of 
Queen Mab, the offspring *of an idle brain as thin of sulistance as the air, and more 
inconstant than the wind,* introduced perfectly naturally into a scene of the XVIth 
century, and he will understand the difference between the genius that occupies 
itself with chains of reasoning or in noting absurdities, and the imagination which 
revels in imagining. . . . 
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It is but natural that such love shou i be followed by supreme calamities and fatal 
resolves. Ophe’a becomes insane, Julie, kills herself, and that the insanity and the 
suicide are inevitable every one feels 1 . is not virtue, by any merns, that is found 
in such souls, for by virtue we understaad a will bent upon excellence and implicitly 
obedient to duty. The purity of such women is due only to delirucy or love. Vice 
repels them because it is gross, not bec^iiSw it is immoral. It Is not respect for mar- 
riage that keeps them pure, b' *■ idolatry of tLeu* i'’*obdnd',. 


LESSING. 

{*Hamburgische Dramaturgies AiC. x , June 19, 1767.) — ‘It was Love itself that 
dictated La Zaire to VoltJre,’ says a critic prettily enough. It would have been 
nearer the mark had he said that it was la Galanterie, I know of but one drama 
that Love itself elaborated, and that is h omco and Juliet. It must be confessed that 
Voltaire makes h’s enamoured Zaire express her feelings very prettily, veiy discreetly, 
but wbat are all these expressions in comparison with that living picture of all the 
little secret wiles whereby love creeps into our souls, of all the imperceptible advan- 
tages that it gain there, of all the artifices wherewith it acquires the ascendency 
over every other pnssion, until it is the autocrat of all our desires and all our aver- 
sions ! Voltaire admirably understands, if I may so speak, the diplomatic style of 
love, which is that language, that fashion of language, which love uses when it says 
nothing but what it can answer for in the presence of diy sophists and cold critics, 

GOETHE’S 

ARRANGEMENT OF ROMEO AND JULIET FOR THE WEIMAR THEATRE,* l8ll. 

Act I, Scene i, opens before Capulet’s house ; servants are decorating the entrance 
with lamps and flowers, singing a festal welcome to the masks, who appear and 
enter the house as the first of the two strophes sung by the servants is repeated. 

Scene li. Enter Romeo, Benvolio and Page ; the servants are still singing. Benv. 
[not the Benv. of Sh. Ed.] flies into a rage at finding himself near the hateful house of 
Capulet, and is ready to fall upon the servants and compel thepa to hush their noise. 
But Rom. pleads for peace, and, after telling about the hatred between the two 
houses, reminds Benv. of the Prince’s law, and ends with proposing to go to the 
Capulet’s festival, to which Benv. accedes, puts up his sword, and Rom. sends the 
page for masks. 

Scene iii. Mercutio joins Rom. and Benv. Rom. invites him to go with them to 
the Masque ; he declines upon the plea that he is so distinguished a man that no 
mask could hide him from being recognized by every man, woman and child. 
[There is no allusion to Queen Mab. Ed.] 

♦ This version (according to Genee’s *Geschichte der S hakes feare-schen Dramen tn Dentschland^ 
Leipzig, 1870) retained possession of the Stage in Berlin up to 1849. It was first published by Boas 
in his *Nachtra^e zu Goetke^s s&mmtlichen IVerkenl and is criticised by Mr Lewes in his '‘Life of 
GoetheS book VI, chap. v. The present synopsis is made from the extracts given in the above* 
mentioned excellent volume of Mr Gen^e. £0. 
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Scene iv. Room in Capulet’s house. A masked ball. Capiilet and Paris talk 
together. Paris, who confesses to have been in love with Juliet for a whole year, 
proposes for her hand, and Capulet gives his consent ; they retire, and in Scene v 
come forward Lady Cap., Jul., and the Nurse talking together. Lady Cap. inquires 
how Jul. stands affected towards marriage, and urges the cause of Paris. The Nurse 
sings his praises. Juliet promises to look at Paris, as a mask leads her off to dance. 

Scene vi. Rom. inquires of Benv. who the lady is that is led out to dance. Benv. 
cannot tell, and Rom. breaks out into ‘O she doth teach the torches to bum 
bright,^ &c. 

The dialogue between Tybalt and Capulet is given quite literally. (‘ To set cock- 
a-hoop’ is translated 'den Hahn im Korbe spielen.'*) 

Scene viii. The Prince and Merc, masked ; they come on from the wings, and 
Benv. from the centre. Benv. recognizes Mer. at once. The latter angrily bids him 
to be quiet, and Benv. retires. The Prince then avows his design to reconcile the 
hostile Capulets and Montagues by gentle means, and by bringing about the mar- 
riage of Juliet with his relative Paris. He takes M,er. into his confidence, and bids 
him work with him to influence the younger members of the rival houses, as the 
older members are hard and obstinate. Mer. puts his nonsense at the Prince'.s 
service. 

Scene ix. Tybalt points out the Prince to Cap., who expresses his delight at 
being so honoured. The Prince addresses Cap. graciously, and is much pleased to 
see his cousin Paris among the guests. 

Scene x, A room from which the whole saloon and company are visible. Romeo 
and Juliet discovered. Romeo seizes Juliet’s left hand, and, after his first speech to 
her, beginning, * If I profane,’ &c., he kisses it. He afterwards kisses her on the 
mouth in accordance with the stage-directions of Rowe and Capell. 

Scene xi. The Nurse interrupts the lovers, as in the original, and Rom. learns 
from her that Juliet is a Capulet. He retires with Benv., and the scene closes with 
Capulet’s farewells to them and to his guests. 

Then follow, unchanged, the few lines in which Juliet learns Romeo’s name. 

The next scene contains the great Balcony scene in Capulet’s orchard. Instead 
of the single line, ‘ He jests at scars,’ &c., Goethe inserts half a dozen lines of his 
own about ‘ Who thinks of thirst when near the cooling fount,’ &c. Otherwise the 
variations from the original arc inconsiderable, except where Rom. plans that Jul. 
shall consult Friar Lawrence, * who knows her heart, her guileless heart, and who 
had assuredly often smiled as he listened to her infant confession,’ &c. 

Act II opens with the P'riar’s monologue, ‘ The grey-eyed morn,’ &c. Imme- 
diately after Romeo’s entrance Juliet joins them. The scenes between Rom., Benv., 
Mer., the Nurse, and Peter, and between Juliet and the Nurse, are omitted. The 
lovers are united by the Friar, and then follows the fight with Tybalt, his death at 
the hand of Rom., and the latter’s banishment. 

Act III opens with Juliet’s monologue, ‘ Gallop apace,’ &c., and is followed by the 
scene with her Nurse. Between this scene and the next is inserted a short dialogue 
in Friar Lawrence’s cell between the Friar and Romeo’s page, who inquires after 
his master and begs that he may share his exile. The Friar assures him that he can 
be of more service by staying in Verona and acting as a messenger to his master in 
Mantua. Then follows III, iii of the original. Scene iv is omitted. 

Act IV opens with III, v of the original. The next scene (IV, i of the original) 
is essentially changed; it is laid in Capulet’s house. Juliet and Paris have an inter- 
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\iew. Paris urges his sui:, ttiling J liet that he thought she had all along favored 
his silent Avooirg, that he had so often r- Iden by the hous^ that his horse would rear 
if he turned him in any other direc'^on ; h.* entreats iier to mar-y him in order to 
bring peace to the city so greatly excit d by Tybalt’s death and Romeo’s banish- 
ment. Juliet repbes with the most elaborate e'nsiveness, and when the Friar enters 
Paris entreats his influence with Juliet lO tarn her heart to him. Exit Paris. Juliet 
receives the sleeping araught '‘r-m tne Friai, anc* after Ms departure her monologue 
follows and she drinks the podon, and Act xV ends. The scenes in Capulet’s house, 
the discove’y of Juliet’s death, &c , &c., are omitted. 

The last Act is almost the san e in the order cf the r-enes with the original, 
except that the concluding s ene of the leconciliation o* the families is left out. In 
the first scene, when Romeo receives thj intelligence f J diet’s death, a long 
description of die event by the Page is inserted, who says ‘ thr Vero m’s streets were 
all astir as if in rebellion, one to another mournfully lamentc d, “ Juliet is dead, Cap- 
ulet’s Juliet is dead.” All the bells tolled, and all the people streamed to the funeral 
procession. Then came a hundred monks, two by two, and then another hundred, 
from all the cloisters, bowed with age, looking as if they were going to their own 
graves; the people all were hashed; — a.» the bier came joggling by, I climbed a pil- 
lar and looked down on the pale, smiling figure that seemed to say. What hast thou, 
Deatli, to do with me ? She lay in bride’s array, and every one expected, — they 
would not have her dead, — that she would stir and rise. But when at the bright day 
the eyes ne’er opened, nor did the ringing of the bells awake her ears, nor e’en the sun 
speak to the quiet heart, then all around the people sobbed, and I cried, too. The 
bearers passed along, but I ran on ahead through byways to the churchyard, and 
p'^essed into the open space before the vault with all my force. Hung open were 
the iron portals, and there within I saw the Friar Lawrence, cleansing and airing 
all the mouldering place, — I talk too much, — I saw her laid by Tybalt.’ 

The scene in Capulets’ monument follows the scene with the Apothecary, and the 
conversation between Friar Lawrence and Brother Marcus. The most noticeable 
change here, with the exception of the altered and shortened conclusion, is in the 
omission of the Page of Paris and Balthasar. Before Juliet revives the Friar con- 
fesses that all his cunning wisdom was in vain ; that if he had opposed, instead of 
aiding the lovers, things could not have come to a worse end. After Juliet has 
stabbed herself Friar Lawrence acknowledges the folly that often attends the wisdom 
of the wise, that to attempt to do good is often more dangerous than to undertake to 
do evil. Happy those whose love is pure, because both love and hatred lead but to 
the grave.* 


FRANZ HORN. 

Shakespeare^ s Schauspiele^ vol. i, p. 223. Leipzig, 1823.)— Let us not, on the 
other hand, lean too far to the side of the lovers, and regard them as ideals of vir- 
tue, for no one is less inclined to such a view than the Poet himself. They are two 
noble natures, living, blooming, ripening with exuberant force, suddenly flaming in 


• In a letter to Frau von Wolzogen, Goethe speaks of his recently-completed version thus: ‘The 
waxim which I followed, was to concentrate all that was most interesting, and bring it into harmony ; 
for Sh., following the bent of his genius, his time, and his public, was forced to bring together much 
that was not harmonious, to flatter the reigning xn&x^.^’—LiterarucherNachlassderJ'rau ven 
ggHt vol. i, p. 437. (Cited in Lewes’s 'Li/e 0/ Goethe.*) 

88 
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every pulse and vein with love. ‘ Fire and powder consumed in a kiss* — the thought 
runs through the whole play. 

And here, again, Sh. — the true Sh. — differs entirely from the hundreds upon hun- 
dreds of other poets. He knows nothing, and chooses to know nothing, of the false 
division of love into spiritual and sensual, or, rather, he knows of it only when he 
purposely takes notice of it; that is, when he wishes to depict affectation striving 
after a misconceived Platonism ; or, on tlie other hand, when he portrays a coarse, 
brutish, merely earthly passion. Where genuine love, — unadulterated love, — is 
Bpoken of, there is none of this miserable distinction ; the whole man loves, for only 
the whole man can love. Juliet knows nothing of prudery or coquetry. She is not 
ashamed of her love, — were she ashamed of it she would be less virtuous. She says, 
without embarrassment and with perfect frankness ; * If that thy bent of love be hon- 
ourable, thy purpose marriage,* etc. And as she recognizes the purity of Romeo’s 
love, be it ever so quickly (spiritual insight is always quick), she is instantly decided. 

Nevertheless, considering the ordinary I'elations of life, might not Juliet have been 
in error, for what could she have had but a subjective conviction of the truth of 
Romeo’s love ? and only according to this can her moral worth be appreciated. But- 
we, outside, may certainly be permitted to compare such love to fire and gunpowder, 
and to call it a serious, nay, a dangerous thing. And the world, — the hostile world, — 
with all its forces never asks permission to pronounce upon this love, but decrees 
that such a happy love shall not have long continuance. It is i^owerlcss to prevent 
its existence, — the dangers with which it has surrounded it have given an added 
charm, a keener zest; but it has decided against its continuance, and its decision 
takes effect. 

Here we are met by the question. Whether two human beings may not, be their 
attachment never so pure, love too ardently ? This question Sh. answers, not coldly 
and prosaically, as would, perhaps, have suited Warburton, but in true poet fashion. 

Man upon earth is an imprisoned god, — I can say no more. Only Religion and 
Love can teach him to endure this imprisonment as they reveal to him, and even 
enable him to enjoy, fettered as he is, the eternal freedom hereafter to be enjoyed. 
But love manifests itself in different ways in different natures. Sometimes it is 
sunlight, sometimes moonlight. Sometimes man is able, by its help, to regard his 
prison as a graceful villa, and even, — if the colossal image may be permitted, — to 
play with his prison-bars, using them as clumsy strings of a clumsy, giant lyre. But 
sometimes, too. Love is like the lightning, not only striking but setting on fire, and 
consuming both prison and prisoner, — in illustration of which the fabled shirt of Nessus 
and the myth of the Phoenix come to our aid. In Romeo v/e see this lightning life 
and lightning death of love, and it need not dismay us. But enough of what is most 
inexhaustible of the inexhaustible, if, indeed, the inexhaustible admits of degrees. 

We ask attention to the character of old Capulet, — to his almost jovial coarseness, 
and to the graver coarseness of his wife, for we discover here the Poet’s purpose in 
portraying them thus. He might easily have repiesented them as most elevated and 
dignified characters, but being what they arc Juliet is excused for acting as she does. 

Another question may be asked here by the modern, or ultra-modern, reader. Ls 
the Poet justified in allowing his heroine to be scolded and abused as she is by these 
life-like but extremely coarse old Capulets ? 

Many poets would be very averse to this, for they must be sensible that their hero- 
ines are very shaky in position. Therefore it is the office of most of the other cha 
racters to assure the reader that the said heroine stands upon uncommonly firm and 
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graceful leet, and tuat, moreover, is excellent, amiable and immensely noble, so 
that a whole forest of laurel c<|uld bar'My furnish forth ^'rcwns enough for her. It 
is true the reader, for the U‘ost par" is incredulous, but if with -uch assurances he 
can barely put faith in the fnir one’s e: '',<*lleiice, how would it be if some character 
in the play were allowed to bc-rate die heroin- smartly? No vell-brcd poet could 
allow it. Sh. is nc ne of these. His c>.d v^aoulet makes no bones of cab mg his poor, 
dear daughter ‘ you gtoen-sie’ r-ss carrion !’ ‘ yoi* oagg.ge !’ * you tallow-face !’ He 
threatens to have her diarged on a hiudle S.. P.H^r’s cl-ir^h, and when once the 
siream of his vulgarity has burst every dam of pror*mty, he even declares that it 
would afford him no small plcasu: 3 to flog her a linle, for which unheroic act, as he 
expresses it, his ‘ fingers itch.* As I said before, i" is most audacious in .he poet to 
venture thus fiir without the least fear that Juliet may suffe inj iry in the imagination 
of the reader. 

But he may well be bold; his Juliet is so permeated ani enveined with beauty, 
that of all these coarse words not one cieaves to her. It can even be said that they 
serve only to make her more graceful and beautiful. Ariel can hover over moor 
and bog, and the sunbeams play upon filth and slime, without losing one ray of their 
bright natures; even so Juliet may be heaped with coarse epithets without any harm 
to her beauty. Old Capulet, by the way, seems to be a man, who, with small abili- 
ties, inakes an attempt to play the fool with tolerable success. 

The whole of the last scene between Paris and Romeo is one that we moderns 
may hold up to Sophocles and say, ‘ Here is something beyond thy power.* 

Humour appear', to belong most especially to northern nations, or, to speak more 
exactly, to the middle north, i, e.^ to the English and the Germans. Sh. here gives 
genuine racy humour to an Italian, and yet never forgets that Mercutio is a South- 
erner. It would lead us too far to compare here the humour of Mercutio with that 
pervading our Poet’s purely northern plays, but we would call the reader’s attention 
to one very striking difference, which proves at once that Sh. was not only a great 
genius but a profound artist. He makes the death of Mercutio the lever, as it were, 
of the play, for it alone rouses Romeo from his tender, dreamy melancholy, and 
drives him to take that revenge upon Tybalt by which his own and Juliet’s fate is 
decided. How wise was it then of the Poet to steep Mercutio from head to heel in 
the stream of frolic and fun, for thus his death overcomes us with a strange sensa- 
tion, half tears, half smiles, as it w^ere, which gently prepares us for the deeper emo- 
tion produced by the darker end of Romeo and Juliet. 

Peter, too, deserves a moment’s notice for the sympathy which, despite his rude 
boorishness, he feels for the dead Juliet. When his sorrow is too much for him he 
looks about for a soft bandage for the wounds of his soul, and finds it in music. It 
is true that in certain pains of the spirit the wisest as well as the most simple turn to 
music for consolation. But here neither the music nor the pain amounts to much, 
for the buffoon speedily gets the upper hand, as is natural. 

The dead lovers stand nobly transfigured before our eyes, and no effeminate emo- 
tion, no bitter pain, mingles with the exalted feeling by which we are possessed. 
But there is no want of the grand irony of life, and there ought to be none. Having 
resigned ourselves to the thought just suggested, and to the elevated feeling which 
the reconciliation above the lovers’ grave must awaken, a keener emotion arises and 
we ask the now united heads of the rival houses, * Why did you not end your foolish 
strife earlier? If you were longing for blood, why could not the blood of Tybalt 
and Mercutio content you ? It inflamed you the more, and only now, when you are 
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robbed of your houses’ dearest treasures, when the blooming lives of Juliet, Romeo 
and Paris lie crushed at your feet, only now are you weary and wretched enough to 
be reasonable. Now, desolate old men, when you have scarcely anything left to 
love, you are ready to see to it that no further loss shall be borne. It needs only a 
few words from the Prince, and over those corpses you join hands no longer able to 
wield the sword, and you hardly know what you have been quarrelling about. The 
best result of your reconciliation your servants will enjoy, for Sampson, Gregory, 
Abraham, and Balthasar will be no longer under the necessity of brawling on your 
account in the streets of Verona, and the disturbances caused by you will cease.’ 

As I have said, these thoughts are not to be avoided, and although the Poet has 
not clothed them in words, he yet presents them to us. He sought not merely to 
dramatize a touching love-story, but to portray deeper human life. If we look 
carefully at this in Sh.’s mirror, emotion, exultation, and irony fill us in harmonious 
accord. Even the irony so sharply pronounced at the close is not overpowering, for 
the thought prevails, * Better late than never,* and the peace of a city is precious 
enough not to be purchased too dearly at the cost of five lives. 

I confess that our admirable Goethe’s arrangement of the conclusion is unintelligi- 
ble to me. 

Some of the earlier critics have maintained that Sh. in the tomb-scene allows a 
very touching situation to escape him, for it is obvious enough that if Juliet had been 
made to awake just as Romeo took the poison, she might have had some very har- 
rowing and effective talk with him. True, this is obvious enough, so obvious that 
for this very reason the true Poet scorned it. 

Such a scene would not be tragic, but an offensive piece of torture, irritating to 
the last degree. Had the Poet aimed to gratify those readers who can never sup 
sufficiently on horrors, the proposed scene could have been got up with all the ease 
imaginable; nay, he could, of course, have had old Capulet, old Montague, the 
Prince and Friar Lawrence all die at the tomb, and then had an earthquake swallow 
up the entire city ; it would have cost nothing but — ink. 

Such views cannot be too severely condemned, for they have always existed, and 
are not without friends even in our own day. 

TIECK. 

{^Dramaturgische Blatter^ vol, i, p. 256, Breslau, 1826.) — Romeo’s temperament 
is, on the whole, much more gloomy than Juliet’s ; in the garden-scene his soul lights 
up, but in good fortune, as in bad, he is violent and rough. Thjs vigorous manhood 
which so easily oversteps the bounds of mildness and tenderness, harming both 
itself and others, and losing all moderation and restraint when enraged, this it is that 
In real life enkindles such manifold passions and suffers so deeply and powerfully. 
This exuberance of life, sooner or later, in one way or another, involves in ruin both 
itself and the object of its idolatry; and this lesson Friar Lawrence constantly 
preaches to the rash youth. If such an ideal love really exist, pure and unalloyed 
by selfishness, by will, or by vanity, free from all gloomy passionateness (which in 
truth only serves to reflect more brilliantly the glow of rapture) — if there really 
be such a holy, pure, peaceful flame that, divine in its nature, calls forth unqualified 
veneration, nay, adoration, from all who approach it, — if such really exist, it cannot 
be a subject for poetic, least of all, for xiramatic representation. I am well aware 
that these latter days demand this miracle, that many poetic souls delight in pictur- 
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iug it, tint many of our latest dramas are only too full of it; but assuredly Sb, 
would be sorely tried were the task .t him of portraying such unqualined love. 

The epic po t must deal ii# more e..rthly materials, nmst have more limitations, 
than the lyric, although ^ven the UL,r woui 1 soon ’et his weary wings droop in that 
empty space which so n.any term the Id^a’ ; the dramatist must be still more lifelike, 
still more persuasive, still more individual, .^^hoever, therefore, seeKS in Sh. for 
so-called ideal lovers will find himsei: deceived; he will find merel> Pomeo and 
Juliet, human beings with.viKues and faults, developing their individuality under all 
circumstances in their ou n way, and true to their character sumiounting the pres- 
sure of circumstances, or sucoumbiiig to it ; but that ^iese characters are sus<^ained 
with such truth, each fidelity, such life, under c.ll clrcumstancer,— this it is that gives 
to the picture a charm so touching and ravishing that the tongue w'ould fain dwell 
on those wondrous phases of love. So little subject was suci* a spirit as Sh. to the 
delusions and self-deceit which beset smaller men tl.at he \,rote oat all these effu- 
sions from his owm full heart; it mr*" perchance be true t\.at he represented himself 
and depicted scenes from his own past life, before Romeo finds Juliet his heart is 
brimming with tenderness and longing; this strong love demands an object, and he 
bestows all his feelings with passionate persistence upon one who does not under 
stand him, and who is not inclined to reciprocate his sentiments. Whether it is that 
this Rosaline is simply beautiful but unamiablc, or whether she docs not yet need 
love, at any rate she waives off the wooer, and Romeo falls into idle dreaming, into 
a capricious jday nith his own passion, in w'hich it is hard to decide whether or not 
he is as sincere as he would have us believe. His melancholy is not devoid of 
humour; nay, he delights in wandering to the very verge of frenzy and in confiding 
to his friend, whom he both seeks and avoids, all his inmost feelings, at one time in 
those playful antitheses with which all the Italian love-songs are full; at another 
in descriptions of his beloved one, or in references to suicide. Tliat all this is 
essential to the drama needs not to be explained. Had Romeo long been in love 
with Juliet, had he been (as indeed he has been represented by some, and wished 
to be by many more) capable of quiet sorrow, of resignation to the future, of sub- 
mission to fate, then his tragic death and everything that he does and suffers would 
be perfectly impossible. 

The tragedy has been sometimes criticised in that its dhiouement is brought about 
by a trifling accident. It is only a seeming accident; the tragic fate lies in the cha- 
racter of Juliet, and especially of Romeo. Had he been calmer, more cautious, less 
familiar with the idea of suicide, he would not have been Romeo; be ought to have 
investigated the matter, taken pains to inform himself, visited the Friar, and there 
would have been no tragedy. He must, Juliet must, perish ; the necessity lay in 
their very natures. And that the blossom of their loves so quickly withered, and 
that the whole happiness of their lives was compressed to the short span of a sum- 
mcr night, this is the elegiac wail of our mortality that accompanies all joy and all 
beauty. Never before in any poem have longing, love, passion, tenderness and 
the grave, death, despair, with all the horrors of corruption, been so intimately inter- 
mingled; never before have these sentiments and emotions been brought into such 
intimate contact without counteracting and neutralizing each other, as in this single 
most wondrous creation. 

I need not say how great is the mistake that any re-arrangement of this tragedy 
makes which permits Juliet to awake before the death of Romeo; and yet Garrick 
fell into this error, and many a spectator has applauded this barbarous mutilation* 
38* 2D 
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Such a horrible situation scatters all our previous sympathy ; nay, thrusts our feeling# 
to the very verge of the ridiculous and of insipidity. If this situation cannot be 
tragically interi-)reted, still less can it be interpreted musically ; and yet in the opera 
by Zingarelli, in this scene, is one of the best and most pathetic arias. 

Sh. was eminently right in not closing the tragedy with the death of Juliet, how- 
ever much our modern impatience may demand it. Not only do the aftecting 
reconciliation of the two old foes and the vindication of Friar Lawrence make the 
continuation necessary, but so it must be chiefly in order that, after misfortune has 
done its worst, the true idea of the tragedy, its glorified essence, may rise before our 
touls that up to this point have been too sorely tried and too violently affected to 
perceive the inmost meaning of the poem, or to take a painful yet clear survey of 
it. Schiller, in his preface to ‘ The Bride of Messina,* expresses the opinion, singu- 
lar, to say the least, that Sh.’s dramas stand peculiarly in need of a Chorus, after the 
manner of a Greek tragedy, in order fully to express their meaning. Here, and in 
all Sh.’s tragedies, without any such aid, there is just as much, if not more, done for 
us; and it is inconceivable how a genius like Schiller’s could fail lo see this, or so to 
permit his jorejudices to blind him. . . . 

It is a pity that on the stage much of the Nurse’s vulgar babble, as well as Mer- 
cutio’s flying witticisms, must be omitted. We arc no longer innocent enough and 
unconstrained enough to listen to these jests simply as jests; our propiicty is instantly 
aroused ; on such occasions, and on much milder ones, it never allows itself to be 
caught napping. How, in more modern pieces, it applauds much worse things, and 
feels thereby much edified and strengthened, is no riddle to those who see that in 
this respect we live in a world turned upside down. In a tragedy like this, where 
love is the theme that is treated under its manifold aspects, the contrast of joking 
and laughter should not be forgotten. Through the whole piece, as in a many- 
voiced musical symphony, the voices of the young people at one time mingle in 
unison, then separate and flow onward in contrast : Benvolio the sedate, Tybalt 
the furious, Mercutio the witty, Romeo the enthusiast, Paris the tender, refined 
youth; indeed, we may even add the tone of command of the young Prince, whom 
I have always thought to be quite young, and have imagined as a counterpart to the 
others. 

When Juliet is found apparently dead on her marriage morning, there is a loud 
outcry of wailing and lamentation : the father, the mother and the count in turn 
utter their woe ; but loudest of all, in the original, is the Nurse. Now-a-days the 
latter must keep hush to avoid giving offence. Plowever affecting is the father’s 
grief, it has not the true tragic ring; we know that Juliet will awaken; the poet, 
therefore, expresses the sorrow almost wholly in ejaculations, with a certain sym- 
metry so as not to strike too deep. The mother, accordingly, is more moderate, 
and Paris recites only a few elegant phrases which need no tragic earnestness, but 
serve only to express his refinement and his noble, amiable disposition. In order 
to keep the scene from being genuinely tragic we hear the exaggerated wailing of 
the Nurse drowning all others; she is the comic and the disturbing element: and, 
as if all this were not quite sufficient, the poet introduces the witty Peter to go 
through a scene of delicious nonsense with the musicians, in order to weaken the 
previous impressions on our minds and to prepare us for the approaching scenes, 
which will strike with heavier force after this respite and this diversion. , . . 

I am inclined to think that the rOle of Friar Lawrence the Poet v/rote for him- 
lelf ; in it is every variety of tone without its e\ er rising to the height of passion* 
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SLteness — golden words, part instructive, part soothing or consolatory; at last from 
these holy lips issue the sighs ai. . the plaints of tl'<‘ unhappy lovers. . . . 

In the Sv-ene where ^’iliet entreats his aid, Friar Lawrence may well lose his self- 
command, and his consolations, as well as the remedy which he proposes, bear the 
traces of embarrassinent and timidii/ His* own honour, his liberty, everything was 
at stake. Out of love for h’s young friend , md with the hope, at the same time, of 
bringing peace to the city, he had plu 'g^d into a strife for which he lacked both 
courage and weapons, ^s it so often happens to sentimental schemers, he had 
not c iiinted on any obstacles; he had taken the ‘lappy e’ ^nt indefinitely for granted, 
and postponed all thougiits about it. Suddenly pposition occurs, the most natural 
in the world, and it would have been the ..imi)lest nlan, a'- well as the most advisa- 
ble, to disclose the marriage to the parents, trrsiing to the effect which it w’ould have 
upon the Father and the Prince. In the presence of i^^r terrible father this simplest 
plan never occurs to Jnliet, not does the anxious 1 riar thmk of it. In place of it an 
artificial, daring, hazaidous, na^ a frightful remedy is adopted. The rage of a single 
man is warded off, but, by so doing, the fate o1 the lovers devolves upon other 
unknowni powers, which can still less be computed or con^^rolled. IIow artificial is 
that speech wdiich the anxious Friar had to deliver over the apparently dead body of 
Juliet ! Far otherwise is it in his last speech in the last act. His game is lost, end- 
less misery stretches before him, a terrible misfortune has befallen him, his dearest 
friends have been snatched away in the most painful manner through a mistake for 
which in par: he was responsible, in fear and trembling all his strength breaks down, 
the calamity of Romeo and Juliet will for ever live in his deep woe and horror, and 
from out of his unspeakable sorrow and inconsolable wretchedness he rises in his 
speech to the sublime ; his broken words sound unearthly, we scarcely recognize 
him, for it is the dying song of the swan ; sorrow for his darlings, and the conscious- 
ness that he broucht about and survives their fate, must soon wear him to the grave. 

Dr. HERMANN ULRICT. 

Dramatic Art' 1839. Transl.itcd by A. J. W. M. London, 1846.) — In 
this piece love is undoubtedly regarded as the basis, centre, and leading principle 
of human life; in love human life is seized in its inmost core; it is the noblest and 
most exalted privilege that man enjoys, and deification of love consequently were no 
idolatry so long as it should be apprehended in its true divinity; for God himself is 
even love. But even because it is in its n.ature thus eminently noble and .sublime, 
does love become, so soon as it attaches itself to the finiteness of passion and desire 
and so long as it remains unpurified from earthly dregs, a fatally destructive force, 
whose triumphs are celebrated amid ruin and death. It is even because it is in its 
true essence of a celestial origin that it hurries along, with demoniacal and irresistible 
energy, all who misuse its godlike gifts, and who, plunged in the abyss of self-forget- 
fulness, lavish all the riches of a heavenly endowment on the lowly sphere of their 
earthly existence. It is in such a light that Romeo is presented to us at the very 
opening of the piece. The faculty of loving, which pervades his whole being, and 
which is assigned to him in so eminent a degree, instead of being refined and spirit- 
ualized by its sexual object and passion, becomes merged in passionate yearning and 
desire. He thus becomes the slave of the very power whose master he ought to be. 

, . . , Both are high-bom, richly gifted, and noble of nature; both have earth and 
heaven within their bosoms ; but they pervert their loveliest and noblest gifts into 
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sin, corruption, and evil; they mar their rare excellence by making idols of each 
other, and fanatically sacrificing all things to their idolatry. It is no mere accident 
that Tybalt kills Mercutio and falls himself by the hand of Romeo, but the inevitable 
conser^uence of the reigning feud. This consideration alone suggests the dramatic 
pro'priety of the characters of Mercutio and Tybalt; the former with the pure light- 
heartedness and cheerful contempt of life with which he holds up the mirror of irony 
before the wild earnestness of the universally reigning passion, and reflects the 
nothingness both cf it and of all earthly things, and d ybalt with the blind, sullen 
zeal of his savage disposition — both are active representatives of that spirit of party 
hate which, w^herever it springs up, inevitably terminates in violence and death. 
The I'rudent Benvolio attempts in vain to quench the heat of strife ; he, loo, is 
necessary even to prove that it is unquenchable, while the old men, the Montague 
and Ihe Capulet, the original causes of the dissension, are on the scene for no other 
end than to suffer and to reap the bloody harvest which they had sown. Further, it 
is no mere chance that Romeo remains in his mistaken belief of the death of Juliet, 
or that the latter does not come to herself a few moments earlier, and before Romeo 
has drank off the poison : the innocent device of Friar I^awrence — the fruit at once 
cf solitary musing and of ignorance of the world — cannot, amid the tearing torrent 
of passion, strike root in the volcanic soil, where so many heterogeneous elements 
are crowded together in mutual collision. As Romeo replies to the solaces of phil- 
osophy by attenqiting suicide, and rejects all the counsels of reflection and delibera- 
tion, the remedies ‘ uggested by calm and circumspect wdsdom are unable to save him, 
all external means must of necessity fail. Even the sudden freak of Romeo and 
his friends to attend the festival of the Capulets — that first spring of the tragical 
incidents that followed so thickly — is divested of its seeming arbitrary character of 
hazard and caprice. Profoundly does the poet remind us, by the mouth of the witty 
Mercutio, of the mysterious connection subsisting between the past and the future, 
which so often reveals itself in dreams. Deterred by a vision of the night, Romeo 
yields to the instigation of his friends reluctantly, and almost involuntarily. His 
‘mind misgives,’ and yet he yields, impelled, as it were, by some internal necessity. 
And this necessity, what else is it than the mysterious, but nevertheless certain and 
indispensable, connection between the inner and outer "world — the secret and yet 
manifest inter-action between a man’s character and his fortunes, through which tlie 
most delicate traits of his mental constitution have their correspondent anti-type in 
outward circimislance, and in obedience to which, in the present case, that super- 
natural energy of love into which Romeo’s passionate susceptibility precipitates 
him, is so promptly seconded by the external occasion? Sh., it is asserted, has 
’ grievously ofiended against the rules of dramatic art by not concluding the play 
with the death of the lovers, but appending a scene of investigation and inquiry 
which is not only superfluous, but weakens the dramatic imi3ression. But, in sober 
earnest, how dull and prosaic must that mind be that fails to discern and feel the 
sublime beauty and deep significance of the closing scene ! Is the scene, in short, 
such as it is pretended ? Or is it the sole end of tragedy to ruflle the nerves of the 
spectators from their ordinary torpidity by a series of horrors and murders? Was not 
the violent death of the loveliest and noblest beings of the earth revolting to human 
sensibility, and needed it not to be accompanied with a soothing whisper of deep 
and blissful consolation ? And this sweet solace, which is essential to true tragedy, 
as exhibiting the desired purification of humanity, and, therefore, its veritable reality, 
its eternal and infinite vitality, sounds forth in this closing scene with the soft har- 
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mony of a quiet, uioughtful sadne'- \/hich knows no Wtterness. The lovers have, 
indeed, fallen a sacrifice to their rii^ ise and reckless squandering of divine en: 
dowments; whatever there was o^ earth and passion in their love has been purU 
fied, atoned for, and exalted by deaia rises from the tomb pure and golden, like 
the Phoenix from its ashes, to diflfuso- a lastirq biessing on the scene of its brief 
earthly existence. 


Dr. liEINRICH THEODOR ROTSC.ITR. 

{^Philosopkie der Kunst^ vol. iv, ^ Romeo ond JuLiet Analyzed, with especial refer- 
mce to the Art of Dramatic Representation.' Berbn, 1842.)* — The existence of such 
a passion is accompanied bom its very birth by a tragic iiiL ience, in that the only 
reverberation to the proclamation of its birth is the htu sliest ..iscoru. Hence the sit- 
uation of Romeo and Juliet at the very first moment of their love is tragic. The 
tragic collision is only the fruit, which is dc /eloped from the germ of the relation 
into which the lovers are thrown. From the very first moment, therefore, their pas- 
Jiion seems fanned by that poisonous breeze which is laden with the odours of the 
grave. To be representatives of the bitter inappeasable hatred of the two houses is 
the Atk of the lovers ; it is the tragic basis on which all the woe is founded as by a 
necessity of xiature, although disguised as free-will. Thus we see the truth of the 
ancient Att in pH her destructive significance reproduced in a tragedy the most 
modern in its passion. . , . 

It was essential to the unity of the idea in this tragedy that the hate between the 
two houses should not be represented as arising from any cause that could enlist our 
lympathies. Any such issue would absorb our interest, and obstruct the surrender 
of our attention to any other passion. The poet cannot impart any substantial pathos 
to the hate of the two foes from which this single love has sprung, nor can he per- 
mit our gaze to be riveted upon the cause of this mortal hate, if the power of romantic 
love, in its entire devedopment, is to be made the cardinal point of the tragedy. Any 
concrete issue, as, for instance, between the Church and the State, or as between 
republican institutions and monarchical power — any such issue would at once convert 
us to partisans, and force us to desire the triumph of that party which had our sym- 
pathy. The denouement could not in that case end, as it now does, in the convic- 
tion of the equal guilt of both houses, wdio, by the loss of what was dearest to each, 
were brought to the knowledge of the wickedness of their enmity. Herein lay the 
rich store of blessings which the passion of love revealed in the catastrophe of the 
lovers; it conquered that deeply rooted hate which had defied hitherto every attempt * 
to eradicate it. Thus has the poet preserved the unity of idea and of interest by 


• It was only after much deliberation that I decided to give any extracts at all from the excellent 
essays of Rotscher and Stkater on this tragedy. To give the whole of the essays would take at least 
a hundred pages of this volume, and to give detached passages here and there seems a cruel mutilation 
of such finished productions. But as Heine says that Sh, in the smallest atom of the visible world could 
at once discern its relations to the universe, it may happen that Shakespearian students, from these few 
spedmen bricks which I offer, may form some idea of the massiveness and beauty of the structures from 
which they are taken. I am the more anxious to give some extracts from this particular essay of 
Rotschkr’s because it affords an excellent instance of the German school of Symbolism — a school that 
has interpreted symbolically the whole Greek Drama and the Iliad. It may not be amiss to remind 
the reader that the idea, embedded in some of the learned German’s sentences, is not unlike * bonnia 
Sir Hugh,’ in the Scotch ballad, who complains of his coffin that the ‘ lead is wondrous heavy,’ and thf 
well is wondrous deep.’ £d. 
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infusing no political or religious element into the hatred between the Capulets and 
the Montagues, and only thus was it possible to give a tragedy of love in unalloyed 
purity. . . . 

So long as Count Paris acknowledges in old Capulct’s permission the sole justifica- 
tion of his betrothal he outrages the domain of free subjectivity, which alone is the 
source of all harmony and poesy. Against this right, founded upon the authority 
of parents, the disregarded subjectivity of free choice rightfully opposes itself. This 
right, which recognizes in the will of the parent a sufficient authority for a mariage 
de convhiance^ must be abrogated by the higher law of free choice — that is, must be 
shown to be subordinate thereto. The conflict between the two can result only in a 
victory for the latter. It is, therefore, with an insight as prophetic as it is profound 
that Count l*aris is made to fiill by Romeo’s hand. The genuine passion of Love 
unveils the emptiness and falsehood of a sham passion which does not spring from a 
complete surrender of the personality. But even in its downfall the latter receives a 
certain degree of consecration in so far as it comes in contact with the genuine poetic 
passion of love, and is in death reconciled with it. The victory of Romeo, therefore, 
over Paris is the victory of the true poesy of Love over the merely prosaic penchant 
that has no absolute right of existence; it is the triumph of genuine passion over super- 
ficial passion, which is, as it were, only veneered with a mere semblance of subjective- 
ness. But the matter-of-fact standpoint can be conquered by the poetic only when there 
is in it some emotion common to both, some one point in which it is open to the latter. 
If there were no correlation between the two there could be no victory for poesy. And 
it thus appears in this tragedy : Count Paris is overcome by Romeo at the very moment 
when he displays the highest degree to which he can bring the intensity of his emotion. 
The news that the fairest flower of Verona’s field has withered away in death, for a 
moment transports him out of himself; he goes to the tomb to pay his last homage 
to the departed. And it is at this very moment, the highest of which his prosaic pen- 
chant is capable, that the contrast of genuine j)assion, which has also undergone the 
same experience, and has also reached its highest intensity, must be made most glar- 
ing. On the one hand, Paris stren's flowers on the bridal-bed of her whom in life 
he honoured ; on the other stands Romeo, who has devoted himself to death, who 
has resolved to sacrifice to his love liL whole existence, who has, therefore, already 
triumphed over death. The offering of Paris seems but frosty and faint-hearted, 
more like a mere show of feeling; while in Romeo is revealed the fearful earnestness 
of a character that has already risen above its earthly being in the intensity of its 
passion. In such a conflict the right of true passion, that has staked life', must con- 
quer the counterfeit passion, that can utter but frosty words. In comparison with 
Romeo, Paris has no rights. Therefore, at the tomb Paris receives his death-wound, 
and yields to the absolute right of true passion. Words must give way to deeds ; 
he alone can be the judge who, about to sacrifice himself for the Idea, has already 
executed on himself the commands of the spirit. Therefore, Romeo is the sole legiti- 
mate executioner of the judgement on Paris. 

G. G. GERVINUS. 

(* 57 /. Commentaries,^ vol. i, p. 285, 1850. Translated by F. E. Bunnett. London, 
1863 )’^ — There are in Romeo and Juliet three passages of an essentially lyric nature: 


1 cannot refrain from expressing my regret that I have not seen Gervinus in the original Ed. 
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Romeo’s declaration* of love at the ball; Juliet’s soliloquy at the beginning of the 
bridal-night ; and the parting of|he iwo on the mornmg following this night. In all 
tliese passages Sh. has fob .wed fixed lypc forms of poetry, corresponding to the 
existing circumstances, and well filled wit.i the usual images and ideas ^f the 
respective styles. The three species allude to, a.e : the sonnet, the epithalamium, 
or nuptial poem, a»'d the dawn-song ( 'lied). 

Romeo’s declaration of Ir-^e to Juliet ai Lit. 1 all is certainly not cpnmicd within 
the usual limits of a sonnet, yet in structr *e, line, and treatment it agrees with this 
<onn, or is derived from it. 

Juliet’s^ soliloquy before the bridal-night (III, ii) i u-nd this TIal];‘.n has pointed out 
in the writings of the Shakespeare-socleiy in his usua’ intellectual manner) calls to 
mind the epithalamium, the nup'.’al poem of the age. Sh. d»*aws over it the veil of 
chastity, whitli never with him is wanting when required. 

The Poet’s model in this scene (TIT, ii) is a kind of dialogue-poem, which took 
its rise at the time of the Minnesinge s, — the dawn-song. In England there were 
also these dawn-songs; die song to which, in Romeo and Juliet itself, allusion is 
made, and which is printed in the first volume of the papers of the Shakespeare- 
society, is expressive of such a conditi in. The uniform purport of tliese songs is, 
that two loveiT, who visit each other by night for secret conference, appoint a 
watcher, who wakes them at dawn of day, when, unwilling to separate, they dispute 
between themselves, or with the watclimaii, whetlicr the light proceeds from the sun 
or moon, the wakiiig song from the nightingale or the lark; in harmony with this, is 
the purport also this dialogue, which, indeed, far surpasses every other dawn-song 
in poetic charm and merit. 

Thus, then, this tragedy, which in the sustaining of its action has always been 
considered as the representative of all love-poetry, has in these passages formally 
admitted three principal styles, whicli may represent the erotic lyric. As it has pro- 
foundly appropriated to itself all th.at is most true and deep in the innermost nature 
of love, so the poet has imbued himself with those external forms also, which the 
human mind had created long before in this domain of poetry. 

13y Friar Lavvicnce, who, as it were, represents the part of the chorus in this 
tragedy, the leading idea of the piece is expressed in all fulness, an idea that runs 
throughout the whole, that excess in any enjoyment however pure in itself, trans- 
forms Its sweet into bitterness, that devotion to any single feeling, however noble, 
bespeaks its ascendency; that this ascemleiicy moves the man and woman out of 
their natural spheies; that love can only he a companion to life, and cannot fully fill 
out the life ind husiness of the man especially; that in the full power of its first 
rising, it is a paroxysm of happiness, which, according to its nature, cannot continun 
in equal strength; that, as the poet says in an image, it is a flower that 
* Being smelt, with that part cheers each part; 

Being tasted, slays all senses with the heart.* 

These ideas are placed by the poet in the lips of the wise Lawrence in almost a 
morali/.ing manner, with gradually inci easing emphasis, as if he would provide most 
circumspectly that no doubt should remain of his meaning. He utters them in his 
fir^t solilorpiy, under the simile of the vcgct.able world with which he is occupied, 
in a manner merely irist 7 'udiv€y and as if without application ; he expresses them 
wanmtgly when he unites the lovers, at the moment when he assists them; and 
finally he repeats them reprovingly to Roi ico in his cell, when he sees the lattei 
undoing himself and his own work, and he predicts what the end will be. 
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Averse to the family feuds, Romeo is early isolated and alienated from his own 
house. Oppressed by society repugnant to him, the overflowing feeling is compressed 
within a bosom which finds no one in whom it may confide. Of refined mind, and 
of still more refined feelings, he repels relatives and friends who seek him, and 13 
himself repulsed by a beloved one, for whom he entertains rather an ideal and imagi- 
nary affection. Reserved, disdainful of advice, melancholy, laconic, vague, and sub- 
tile in his scanty words, he shuns the light, he is an interpreter of dreams, a forebod- 
ing disposition, a nature full of fatality. Ilis parents stand aloof from him in a 
certain background of insignificance ; with his nearest relatives and friends he has 
no heartfelt association. The peaceful, self-sufficient Benvolio, presuming upon a 
fancied influence over Romeo, is too far beneath him ; Mercutio’s is a nature too 
remote from his own. He and Tybalt, on the oj^posite side, are the two real pro- 
moters, Uie irreconcilable nurturers of the hostile spirit between the two houses, 
Tybalt appears as a brawler by profession, differing in his dark animosity and out- 
ward elegance from the merry and cynical Mercutio, who calls him a ‘fashion- 
monger.’ Mercutio, a perfect contrast to Romeo, is a man without culture, coarse 
and rude, ugly, a scornful ridiculer of all sensibility and love, of all dreams and pre- 
sentiments, one who loves to hear himself talk, and in the eyes of his noble friend 
‘ will speak more in a minute than he will stand to in a month a man gifted with 
such a habit of wit, and such a humourous perception of all things, that, even in the 
consciousness of his death- wound and in the bitterness of anger against the author 
and manner of the blow, he loses not the expression of his humour. According to 
that description of himself, which he draws in an ironical attack against the good 
Benvolio, he is a quarrel-seeking brawler, a spirit of minute contradiction, too full of 
confidence in his powers of strength, and as such he proves himself in his meeting with 
Tybalt. Our Romanticists, according to their fashion, blindly in love with the merry 
fellow, have started the opinion that Sh. despatched Mercutio because he blocked up 
the way for his principal character. This opinion rivals in absurdity that which 
Goethe, in his incomprehensible travesty, has done with this character 

Now to that insignificant Benvolio and to this coarse Mercutio, who degrades the 
object of his idolatrous love with foul derision, Romeo feels himself not disposed to 
impart the silent joys and sorrows of his heart, and this constrained reserve works 
fatally upon his nature and upon his destiny 

The Juliet who is to replace Rosaline, the heiress of the hostile house, lives, 
unknown to him, in like sorrowful circumstances, though in womanly manner more 
careless of them. A tender being, small, of delicate frame, a bark not fcrmed for 
severe shocks and storms, she lives in a domestic intercourse, which unknown must 
be inwardly more repulsive to her, than the casual intercourse with his friends can 
be to Romeo. As Romeo, when elevated by happiness, and not depressed by his 
sickly feelings, appears clever and acute enough, in showing himself equal or supe- 
rior in quick repartee even to Mercutio, Juliet also is of similar intellectual ability; 
an Italian girl, full of cunning self-command, of quiet, steady behaviour, ecpially 
clever at evasion and dissimulation. She has inherited something ot determination 
from her father; by quick and witty replies she evades Count Paris; not without 
reason she ^is called by her father in his anger, ‘ a chop-logic.’ How can she, in 
whose mind is so much emotion, whose heart is so tender, and in whose nature we 
see an originally cheerful disposition, — how can she find pleasure in her paternal 
home, a home at once dull, joyless, and quarrelsome ? Old Capulet (a masterly 
design of the poet) is a man of unequal temper, like all passionate natures, quite 
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calculated to explaui the alternate outbursts and pauses, in the discord between tha 
houses. Now his zeal he forj^ets his crutch, that he may wield the old sword in 
his aged hands, and now ir meme- mood he takes part against his quarrelsome 
nephew with the enemy of his house, trustfully attends his ball. On one occa- 
sion he thinks his daughter too young to marry and two days afterwards she appears 
to him ripe to be a bride ; at first, with respect to the suitor I aris, like a good father, 
he leaves the fate of his dauj^h*^ 3 r entirely to ner own f . ce choice, then, in the out- 
burst oi his passion, he compels her tO a hated marriage, and threatens her, in a 
brutal manner, with blows and ex.jnlsion. Outward r^fincmciu of manner was not 
to be learned from the man who .peaks to the ladies of his ball like a sailor, no 
more than inward morality f.om him who had once been a * mouse-huntei’ [jzVj,and 
had to complain of the jealousy o* his wife. The Lady Ca; ule'^ is at once a heartless 
and unimportu.nt woman, who asks advice of her nuise, vf' o, ir her daughter’s 
extremest suffering, coldly leaves hei, and entertains the thought of poisoning Romeo. 
The Nurse — Angelica — designed already in her entire character in Brooke’s narra- 
tive, is then the real mistress of the house ; she manages the mother, she assists the 
daughter, and fears not to cross the old man in his most violent anger ; she is a 
talker with little modesty, whose society could not aid in making Juliet a Diana, an 
in-^tructress without propriety, a confidante with no enduring fidelity, from whom 
Juliet at length separates with a sudden rejection. To this society is added a con- 
ventional wooing of Count Paris, which, for the first time, obliges the iiinocent child 
lo read her heart. Hitherto she had, at the most, experienced a sisterly inclination 
for her cousin Tybalt, as the least intolerable of the many unamiable beings who 
formed her society. But how little filial feeling united the daughter to the family is 
g’aringly exhibited in that passage, in which, even before she has experienced the 
worst treatment from her parents, the striking expfession escapes her on the death 
of Tybalt, that, if it had been her parent’s death, she would have mourned them only 
with * modern lamentation.’ .... 

When her mother announces to her that the day for her marriage to Paris is fixed, 
Juliet is, for the moment, carried out of her womanly sphere. Just elevated by the 
happiness of Romeo’s society, she has lost the delicate line of propriety within which 
her being moved. Even when her mother speaks of her design of causing Romeo 
to be poisoned, she plays with too great wantonness with her words when she should, 
rather, have been full of care, and when her mother then announces to her the un- 
asked-for husband, she has lost her former craftiness, with a mild request or with a 
clever pretext to delay the marriage ; she is scornful towards her mother, straight- 
forward and Dpen to her father, whose caprice and passion she provokes, and subse- 
quently she trifles with confession and sacred things in a manner not altogether 
womanly. 

Dr. EDUARD VEIISE. 

{*Sk. ah Protestant, Politiker, Psycholog und Dickter* vol. i, p. 285. Plamburg, 

This deadly feud between the Capulets and Montagues is the black soil from 

which the dazzling lily of Romeo’s and Juliet’s love blooms forth, a love whose loy- 
alty in death is depicted with all the ravishing power of poetry. This love gleams 
athwart the dark thunderclouds of hate, like the lovely dawn of morning that coyly 
sends abroad its rosy beams ; amid the horrors of yawning graves freshly dug by the 
wild fight of factions it stands, like a bower of roses wreathed all around with bloom- 
ing buds near dark, gruesome chasms. The conclusion is the touching reconciliation 
89 
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of the two families over the lifeless remains of their children. Romeo and Juliet aie 
noble types of the consummated love of two natures exquisitely adapted to each other, 
wherein we note the charm that each feels in the consciousness of being perfectly 
understood by the other in all the deepest emotions of the heart. The germ of their 
destruction lay not alone in antagonism to the traditions of their families, but mainly 
in the deadly rupture in the community of Verona, whereby, from their very birth, they 
were doomed to death. Theii death was the result of that hatred, which, from time 
immemorial, had excited their families to inextinguishable hostility, and which was, 
for the first time, buried in their grave. 

F. KREYSZIG. 

(‘ Vorlesmigm itber Sh.' vol. ii, p. lS6. Eerlin, 1S59.) — We have here one of 
those inexhaustible subjects, which, losing themselves in the night of time, wander- 
ing from nation to nation, preserve their charm under every variety of art and of 
language; sacred, enduring symbols of the simplest, and, on this account, of the 
mightiest, combinations of human will, feeling, and power. But in passing from the 
joyous summer-domain of Southern Italy into the rude, sober, and grander Teutonic 
world this stream of intoxicating poesy broadens into a mighty and roaring torrent, 
with dangerous quicksands and mysterious depths, but also with a greater richness 
of the refreshing element. The Romanticists, and a majority of the non-critical pub- 
lic, praise Romeo and Juliet especially for the southern air that breathes through the 
poem. It is the glow of feeling and the lovely splendor of the poetic diction that 
chiefly determine for them the worth of the jiiece. Sciilegkl gives us this judge- 
ment in a celebrated passage in his Dramatic Lectures, And Ciiasles expresses 
the same opinion in his picturesque, truly hVcnch, manner. [See p. 432. Ed.] 
. . . . Whose heart does not adopt as its own tliis warm, eloquent, tender praise? It 
expresses faithfully and vividly the first overpowering impression which the won- 
drous wealth of this drama makes upon the soul. But it is far from doing justice to 
the dignity of Sh.’s tragedy. It does not penetrate through the glittering costume 
to the heart of this work of art. Sh. docs not content himself with painting Love 
in its raptures and its agonies — he draws aside the veil from its mysterious connection 
with the moral forces of life, he lays baic the most hidden fibres by which it pierces 
to the very marrow of character; he is not only the painter of the great passion, he 
is at the same lime its physiologist, and he would be its physician were there any 
antidote to death. Let me try to justify this judgement. 

One is struck at once with the care with which Sh, in this piece treats all the sub- 
ordinate characters, as well as with the unusually large space given to the humour- 
ous scenes. lie evidently takes pain to keep always before us the place where the 
fate of the lovers is unfolded and consummated. We are not allowed in the moon- 
Bght of the magic night of feeling to forget the clear light of day and of fact. Romeo 
and Juliet are presented to us, not as the abstract lovers of the troubadours’ songs or 
of love stories, but as distinct persons involved in concrete relations of all kinds. 
We shall do well, therefore, to consider these relations before we yield our judge- 
ments to the stormy sea of poetic raptures and tragical passions. Thus much is clear 
at first sight — viz., that these relations are far from corresponding to the conditions 
of a well-ordered state of society. We have before us a piece of true mediaeval, 
Italian life, as Sh. and the learned of his time knew it through the Italian novelists, 
as Goethe has made it known by his translation of Benvenuto Cellini, Much life 
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aid no order, high intellectual culf *ation, together with moral degeneracy and 
uncontrollable pasbion, all the bl(>c<5onis c ‘ a refined culture' side by side with a high 
degree of moral rudeness. Lijody str ^t-iiglu' alternate, in the love'* of the cavaliers, 
with brilliant festivals; m the boudoii*s t *' ’adies coarse jests of nurses are maue to 
play a part with I'etrarch’s soiinets, and the phia' ^f poison has iS place among the 
mysteries of the tonette. In the brilliar* ar»'ay of the highesi taste and art, passion 
almost loses ihe consciousnes'. cT its antagonism lo the necessary and natural order 
of life. The drama transport^ us to Verona, where all the I’ghts and shadows of 
such a state of things meet in the greatest abundaiice. . . 

Wc make the apcjuaintance of Romeo at the ^ritiaul period of that not dangerous 
sickness to which youth is liable. It is that * love lyi^g iii the eyes’ of earl^ and just 
blossoming manhood, that hiunoui some, whimsical * love i: id’ mess,’ that first, be- 
wildered, staminering interview of the heart vdth the scare ’y-aw kened nature. 
Strangely enough, objection.^ have bcci made to this ‘superfine us complication,’ as if, 
down to this day, every Romeo had not to sigh for some full-blown Junonian Rosa- 
line, nay, for half a dozen Rosalines, more or less, before his eyes open upon his 
Juliet. 

[‘ Romeo, I come ! this do I drink to thee.*] The question arises : Whence is 
derived this victcndous, heroic strength in the tender, weak woman, while the man is 
borne Hither aad thither in the delirium of fear and hope, like a reed in the storm? 
Wlience thc'^e Goethe-like creations: the womanish man, and the woman as bold 
and determined a‘ hhe is sensitive, in the w'orld of Sh. ? 

The answer is sixiiple: In this tragedy Sh. makes his one only, but brilliant and 
decisive, excursion into the domain wherein the poet of Werthcr and Charlotte, of 
Tisso and Leonora, Etlward and Ottilia, reigns as born lord and master. I mean 
the nanow, but all the more blooming and fragrant, domain of purely human and 
individual feelings, and especially the mysteries of the most powerful of all purely 
subjective passions, the passion in itself, Love. To woman this domain is her 
native home, w'hile the healthily developed man enters it, so to speak, only as a 
guest, to w'ipe away the sweat of the battle-field, to renew his strength in that home 
of his heart also, for the stern but salutary conflicts of manhood. Woe to him if 
the place of rest unfits him for the battle ! The woman who gives up her whole 
being to Love rises above the weakness of her sex to the dignity and heroism of a 
purely human ideality; the man to whom Love becomes the one aim of life, swal- 
lowing up all else, resigns himself with riven sails and without helm to the storm. 
Fallen away from the fundamental law of his being, he presents the unhandsome 
appearance ol all tliat is discordant and contradictory, and the more richly he is 
endowed, the gi eater his original strength, only the more surely doei he succumb, 
not to fate, but to the Nemesis of the natural law which he has violated. Sh,, soar- 
upon his eagle wing over all the heights and depths of human nature, has by no 
rowans overlooked those romantic abysses of tlie great passion. He has fathomed 
them, he has unveiled their loveliest and their most fearful mysteries, as few have 
done since. And it is a weighty testimony to the massive healthiness of his character 
that among the heroes of his plays Romeo alone falls a victim to love, while all the 
other knights of Love grace the festal array of Sh.’s comedies. . . . 

The vision w'hich the closing scene reveals to us, beyond the horrors of death, 
through the glooming peace of the morning as it breaks over the graves of the 
lovers, of the wliolesome yet dearly-purchased fruit of so much suffering (I refer to 
the reconciliation of the two families)— that vision dissipates with a solemn and mas- 
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culine harmony all the discord of passionate lament. Not with the incon&olabk 
grief of a happiness irrecoverably lost, but with a sight of the serious, saving, and 
harmonizing event, ends this celebrated love-tragedy of the most glowing and most 
tender, but also of the soundest and most manly, of poets. 

Dr. THEODOR STRATER. 

/Composition von Sh*s Romeo and yulia/ 104 pp. 8vo, Bonn, 1861.) — Wliat 
now was the first thing that the dramatic poet had to do? Evidently it was the 
grouping of the several parts of the story, as well as of the actors therein, according 
to the importance of each to the progress of the main action : thus a background 
and a foreground are provided for the whole picture, of course with certain transi- 
tions and interpositions. 

All this usually appears very plainly in the first sketch of a poetical work of this 
kind; it is a pity that we so rarely have these first outlines or plans of the whole. 
We now have here, as a background in harmony with the idea of the whole, the 
hostile relations of the families of the Montagues and Capulets in the beautiful city 
of Verona. Thence appear, as secondary personages, the worthy Prince Escalus and 
his military suite, the two heads of the families at feud, and their consorts as well as 
their immediate servants, Abraham and Balthasar on the Montague side (Romeo’s), 
and Sampson, Gregory, and Peter on the side of the Capulets. Male and fernale 
relations and acquaintances of the two families, citizens of Verona, watchmen, musi- 
cians, and similar secondary figures come naturally in, in order to present manifold mot- 
ley scenes in the life of a great city. It was given to Sh. first to understand how to 
educe all this from the theme itself. Upon this background the * mournfully lovely 
history’ of Romeo Montague and Juliet Capulet passes before us. The foreground 
of the whole is filled with several chief incidents of their love — Romeo’s first 
wooing at the ball, their mutual confessions of love in the garden, their marriage, 
their heroic struggle against the hostile relations of their families, the bliss and the 
woe of their parting, and finally the reunion of the lovers in death. It is most 
wonderful in what a masterly way Sh. has used all the artistic material at his dis- 
posal in the treatment of these prominent scenes. Let us look at the work more 
closely. The two lovers, of course, are the chief characters; with them certain 
persons are so connected as subordinate characters that they appear as chief persons 
of secondary rank, not so important as Romeo and Juliet themselves, but coming 
very prominently forward from the background. And here it is that a fine trait of 
the poet appears, that he places at the side of Romeo as the 7 nan two friends, the 
good Benvolio and the humourist Mcrcutio, but at the side of Juliet her family^ 
father, and mother, and cousins, and that precious prattler, the droll Nurse. Accord- 
ingly, old Capulet and Lady Capulet are far more conspicuous than old Montague, 
Romeo’s father, and Lady Montague, his mother. Among Juliet’s relatives her 
cousin Tybalt appears most prominently in the foreground as the fiercest bully of 
them all, as the hate of the two houses personified. This * butcher of the silk but- 
ton,* as Mercutio calls him, is the character through whom the tragical catastrophe 
is brought about. 

But among these subordinate characters Friar Lawrence (together with his less 
important messenger) occupies quite a peculiar position. It is noteworthy that such 
a good-natured, ready-to-help Franciscan Friar is a standing figure in the Italian 
novels, and is intimately associated with Italian life. But Sh. has idealized the 
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character. In his hr’^ds the kind Itali-in monk becomes a large-minded ecclesiastic, 
a wise natural philosopher, a shrewu politician, who, in the full freedom of an 
enlightened minu, stands hig^ above the turmoil of the pabsious and gives his help 
to the worthiest aims. This characte- has 2 videndy been appiehended by the 
Romanticists in a very cne-sided way, ana uiir is probably the reason why Schlegel 
makes the Friar, i" III, ii, express him'-eK in suL Alexandrines, In the English 
there are no Alexandrines, but five-fooc lan.oi s os usual. Schlegel’s translation 
has, moreover, in many places a ”ery different tone from th.,t of the original, mostly, 
indeed, more directly suite J to the Tierman mind, but somer" les at the cost of the 
powerful originality of the loet. For example, Mercu, cynicism. 

Among all these closely-connccted peisoni, Coimt Pari^ stands somewhat isolated. 
He is the husband-elect of Juliet in a mar'age d, convhtance^ graceful, refined, 
highly esteemed, but without the fascinating power of a genuine passion. Accord- 
ingly, the contrast he presents to the enthusiasm of Romeo heightens the beauty of 
true love in cuniparison with tlie repu* .iveness of a marriagj torced upon a bride by 
conventional laws. (Pp. 2'^-3i.) 

The genuine and the true in works of art, thoroughly understoe*d, is the unfolding 
of single beauties from the central idea of the whole. 

We have t: ken a considerable step towards such a thorough understanding when 
we hav** separated into groups the persons of the drama, as the instruments, charac- 
teristically diffeient, in the carrying out of the action, and have brought out their 
importance, greate, »f less, to the whole progress of the drama. As we see now how 
this onward movement of the action is shaped by Sh.’s hand into separate acts and 
scenes, we are, at the same time, able, by means of this survey of the whole, to set 
forth the particular and more considerable deviations which the Poet has made from 
the original stories, — how, according to his first-conceived idea, he has in one place 
rejected the * loo much,’ and, in another, has, out of the overflowing fulness of his 
poetic gift, enlarged the *too little,’ — how Ins genius was, at the same time, a ‘crit- 
ical measure,’ and a ‘ creative jxiwcr,’ — how he gave light and order to the whole 
by his analysis of its several parts — ^liow, to place Romeo in a higher light in relation 
to his friends and Count Paris, and Juliet to her family and surroundings, he has 
allusively introduced contrasts more or less sharp, and also how he has distinguished 
the Montagues and Capulcts, each among themselves, and again as families from 
each other. All this is carried out, to the finest variations of one character from all 
the rest, to the slightest difference in the tone of the voice of one from that of all 
the others, and nothing equals the enjoyment when we are able to trace the active 
power moving carefully, yet playfully, and at will, through all the particulars of the 
piece to the progress of the whole, and we hear the measured, and yet richly flexible, 
rhythm of the entire work, sounding like a many-voiced hannouy. There are, in 
this view, many more treasures yet to he gathered from Sh., of the riches of which 
few have an idea. Sh, is, in truth, as VisciiER calls him, ‘ a yet unknown master 
of iomposition.^ (^P* 34» 35*) 

From the very first words of Benvolio we learn that the hottest summer air is brood- 
ing over the streets of Verona, the sirocco of Italy, which is so maddening in its 
influence upon men. ‘For now these hot days is the mad 1 flood stirring,’ — with 
this one word the Poet spreads living nature under the feet of the quarrelling cava- 
liers, gives to the murder, as it follows blow upon blow, its reason, and to the whole 
picture coloring and tone. It is in such realizations of actual nature, as the ground- 
work for the play of human fates, that Sh. is a master beyond all others. Always 
39 * 
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and everywhere he can, with a single touch — ^with a word — ^bring before us the whole 
scenery, and give the ground tone of the tragedy connected therewith. Recall the 
Northern wdnter night at the beginning of Hamlet, — the barren Scottish heath, 
with its ghastly apparitions, in Macbeth, — and the storm in King Lear I This is the 
poetry of actual, living nature as it supports and accompanies human life, sounding 
in accord with the tones of human sorrow and human joy. (p. 63.) 

Here, at the close of the Third Act, I wish to call attention to the fearful impres- 
sion which every great tragedy must afford of the ever-increasing isolation of the 
hero or heroine as they draw nearer and nearer to the catastrophe of their impend- 
ing fate, 'rhere is something infinitely tragic in the thought of the solitude tow-ards 
which human destiny is tending, and to which it must soon yield, — it is like an 
eternal, inexoiable separation from home. In tragedies where the motive passion is 
the vigour and ambition of a really bad man, this ccsthctic effect becomes almost 
gliastly. Recall Macbeth, — think of Richard the Third’s last monologue on the night 
before the decisive battle. Here, in our drama, this tragic tone is softened; yet, 
even here, it is no small thing for a noble, womanly nature to be thus deserted by 
the w'hole circle of her kindred, and thrust back upon herself; but every heroine 
must thus work out her own fate alone, just as every human being, at the last, must 
confront death all alone, (p. 75.) 

And now, having followed the course of tne tragedy in its individual parts, let us, 
in conclusion, give one more glance at the rhythm of the whole. We have already 
marked how the Poet, in the First Act, strikes the key-note of the tragedy ; next single, 
detached voices fall on the car, uniting, at the close of the Act, in a joyous finale ^ 
with a w'ondrous duett between the two principal voices. The most profound, 
artistic feeling is manifest in the largely varied repetition of this identical rhythm in 
the principal portions of the several Acts, for the relation sustained by the principal 
voices, and their charming arias, to the fundamental harmony is the soul of the whole 
drama, and the alternate prominence of these voices and their reunion with that 
harmony in ever-incrcasing and menacing contrasts, until the moment of their final 
resolution, lies at the foundation of its construction. Twice this reunion of contrast- 
ing themes take place ; first at the beginning of the Third Act — indeed, all the 'T^hird 
Act, as the centre of the whole, seems powerfully agitated by this antithesis,- ..no then 
at the close of the drama, where the two principal voices, exhaling in death, still have 
force enough to resolve all the dissonant voices in the fundamental harmony and 
absorb them into their own melodious accord. 'J’hus the significance of the middle 
and the end — the Third and the Fifth Acts of the drama — is clearly shown. 

Betweenwhiles, the tw'o chief voices pursue their appointed way, now united, now 
apart and accompanied by other voices, then meeting in perfect accord amid the 
threatening clash of war-notes — a contrast wondrous in its effect! — until at last the 
final parting, heralded by sad presentiments, isolates each and sends it lonely to its 
death. 

Thus the entire Second Act is a beautiful variation upon the Sonnet in the First Act, 
with a florid accompaniment of subordinate voices already evoked from the funda- 
mental harmony. At the Poet’s bidding, Romeo, in one melodious chord, first 
strikes the key-note of the Act ; with frolic leaps the voices of his friends intermin- 
gle, but their weaker melodies are overborne and forgotten as the first notes of the 
voice of love arise again, and there follows the wondrous music of two high-strung 
natures with all the sweet tones of the fervent desire, the exalted self-renunciation, 
t?ie perfect bliss of true love. But a fresh contrast is presented to these sun -illumined 
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heights of passion : amid the rush nd glow of afr'’Ctions all aflame is heard the 
grave voice of aged wiftdom in sacr. d tones of reflection, monition, and warning ; 
yet the exalted *^rce of the n^hlest of the passions is mightier than all else; it nveeps 
even this voice y though faHeringlyy away with %: in a s.istalning accompaniment. Now 
every obstacle seems overcome, and the biLa of love in spite of its jierilous founda- 
tion, assured. delusion ins’ antly l^is ^oose uk all but unbridled mirth; there 

are wild bounds of delight in which the pr.nf'p''! voice almost outbids i*s fellows, 
and the bold frolic of victorious, happy love is only gradually subdued to the solemn 
chords of the rites of the Church. Then follows p.iin, as f pxir human hearts 
attained their highest bliss only that the contrast of ^ Jtir appointed destiny rdght 
sting the moie shatply. Twice in the I'hi^'d Act, for each of the principal voices, we 
have the startling effect of sharj^est contras* with the fundamental hariijony. In 
such various rhythm, such full chords, does our great Poet utter his mighty melodies! 
And in lu>\v masterly a way r. e these contra ds interwoven alternately ! First, Romeo, 
with a heart-rending cry at his deed f death, attests the whole force of the contrast 
between the bliss of his love and the fears'll! meaning of the bass voices that now 
break filth around him; then the second principal voice, Juliet, all unconscious of 
what ha^ happened, bursts out into excii.isite melody, breathing the fervent poetry 
of her pure yearning for her lover-husband Then comes the effect of this contrast 
upon the second voice, and its fuither elTect upon the principal voice, both tremen- 
dous oulbreahs of struggling, suffering heioism; then the last happy meeting of the 
lovers and their ; •nful separation amidst all these horrors — this is a momentary 
solution of con fra^>s — until at last the second of the principal voices meets, for the 
second time, the full antagonistic elfcet of the bass voices in crescendOy and, strug- 
gling with the now overw'helming f irce of the enemy, attains infinite grandeur and 
is borne aloft to the most elevated utteiances of death-defying heroism. This is 
dramatic ])octry ! This is composition ! Tliis is art! Profoundly liai rowing, and 
at the same time infinitely touching, is Juliet’s cry when, bereft of her lover, she 
pours out all the woe of her young life in the Friar’s cell, bewailing, beyond all else, 
that she must tread her dark path alone: and yet what energy of love is shown in 
the resolve with which she seizes the last resource left to her despair, and, defying 
the terrors of her excited imagination, descendsy living and lonely y into the fearful 
tomb ! In these agonized utterances of the second voice we hear all the tremors of 
death. The accompanying voices cannot follow hither, all light, frolic notes have 
long since died away, and the rest pursue their own path as if nothing had hap- 
pened; from the most prominent bass voices solemn tones, as of victory, are heard, 
but they soon blend in the universal wail. Once more a jesting accompaniment is 
introduced, as if still to preserve the hope of a happy ending. 

Then begins the last part of this magnificent symphony, wherein the first voice is 
dominant, as the second voice has been in the previous part. First come happy 
notes of hope— of expectant desire; suddenly a shock, as of lightning from un- 
clouded skies, falls upon the hero, and he thunders forth from his mighty soul a defi- 
ance to the stars. The wealth of melody in this voice seems crushed and buried in 
the gloom of the fundamental harmony, yet its exuberant richness, its lofty flight 
and noble vigour are not all forgot : once more the desperate caprice of a .strong 
heroic soul stirs its mighty pinions, and in a strange variation sports wantonly with 
the petty penury of a despised life ; ai d then, for the last time, memory revels in the 
beauty, so quickly fled, of life, youth, and love; but from these tones the tremors of 
death are wafted towards us, and we shudder at the death-notes of love. The last 
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parting melody follows — the last quiver of the breaking heart ; the second voice, 
aroused once more, reveals in a cry of agony, in unison, its imperishable harmony 
with the chief voice. Then, one after another, the subordinate voices emerge ; harsh 
dissonances, notes of terror, of amazement, of horror, all unite in a crescendo of 
effect, and, borne aloft from this tumult of despair, come the first solemn chords of 
doom admonishing the soul, unth the softly-echoing death-lay of faithful love resolves 
all hostile bass voices, one by one, from their gloomy depths, melting them in touch- 
ing harmony into a peaceful melody of final reconciliation. And as we hearken we 
seem to see the lofty portals of the world’s fate unclose, and to hear transfigured 
forms of beatified spirits chanting the eternal song of destiny. 

Such is the poeti-y of Shakespeare ! 

H. T. ROTSCHER. 

{*Dte Kunst der dramatiseken Darstellung' p. 332, Leipzig, 1864.) — When death 
is the result of an heroic resolve it is especially incumbent on the actor to show us 
this victory of the spirit by which the mortal being with all that belongs to it is 
renounced as utterly worthless. In order to render this triumph of the will com- 
plete, death itself must seem to be the merest by-play. But the strength, the trans- 
cendent force, of such a resolution, by which a man, for the sake of an idea, breaks 
with his whole earthly existence, should be seen unfolding right before our eyes. 
Such is the high task of the artist-actor. When once we appreciate the purpose of 
the soul, and fathom the depths of passion out of which the man rises to this supi erne 
determination, the mere act of dying becomes only a natural consequence, the repre- 
sentation of which offers no special difficulty. The illusion lies in the truth with 
which the actor makes us see the inner necessity of this last decision. As an in- 
stance, above all others, in point, we adduce Romeo, who, with the firmest will and 
the most indomitable resolution, takes before us this last step. Before its consum- 
mation his whole soul flames up once more in wild ecstasy and agony at the sight 
of his beloved still beautiful in death. The fulness of poesy with which the o’er- 
charged heart bursts forth can have its source only in a super-earthly exaltation of 
the spiritual nature. We are fain to see in it the premonition of an ei^d resulting 
from the omnipotence of a passion, which, no longer having room for any other inter- 
est, flings life away when the treasure is torn from it, for the sake of which it were 
alone worth while to live. . . , 

What a world has come into being in Juliet’s soul between her first meeting with 
Romeo and her appearance at the beginning of the Second Act ! The whole spring 
of her inner life has in the interval ripened. The closed bud has been penetrated by 
the full beam of love, and lifts itself up in full splendour to the sun. This great 
change, the crisis of her inner life, the actress must render perfectly clear to us. The 
naive, childlike, unrestrained tone of the first scene, which gives no sign of slumber- 
ing power and passion, has yielded to the tone which now tells us of a new emotion 
swelling into life. In this tone the hearer has a presentiment of that inner force of 
the soul which has taken possession of the whole being for life. Although the child- 
like air of the First Act does not entirely disappear, yet there is seen through it a 
dull glow that reddens the serene heavens. This epoch in her life, revealed in the 
comparison of the two above-mentioned scenes, we must, in the representation, be 
made to feel in its full truth and beauty. And wh.at a difference is there between 
the Juliet of the close of the Second Act and her first appearance in the second scenv 
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of the Third! We ro longer see the estless, anxiou^, half«unconstraiiied, half-love- 
intoxicated being; the full fruit has ri’jcned. The woman stands before us, in the 
unbroken energy of the blissfi. ! feelin" to wh*ch the universe has become personified 
in her husband. The actress must hci\. r-veai to us a Juliet rioting in the poeti y of 
love, and yet free from all mawkish sentimeiuaUty.- a Juliet trarsformed, inspired 
by ihe fulness of lile It is the one mon..m. of full content, wl Ich dreams not of the 
thunderbolt that is to st.ike it Thc'-e epochs cf tiic biner hfe to which w’e refer must 
be clearly distinguished in the dianiatic i jprc mtation, and yet, at the same time, so 
co.mected that in the one that precedes shall be contained ihc ^ne tl at follows. 
If the acting of the piece does not achieve this, the c.4Lastrophcs ill appear 10 us 
but the accidents of an individuality wlii^h will never j. assess lor us any organized 
life. (pp. 418, 419.) 


GUST._V nUMELIN. 

{^Sha^espearestudien' p. 65. Stuttgart, 1866.)* — In Romeo and Juliet the unfold 


• I should ha 2 thought it hardly worth while to insert this short extract, the only one pertinent to 
the present volume, had not the work from whuh it is taken lately assumed a prominence to which it ia 
scarcely entitled in an article on ‘Shakespeare in Clcnnany of To-day,’ in Putnams Monthly Majgyt- 
sine, October, 1870. Mr Rumelin’s essay resembles the stone which Sir James Mackintosh says 
Coleridge threw into tn. standing pool of ciiticism. It made a great splash, but, unlike Coleridge’s 
missile, it sank from sight, and the ripples caused by it quickly subsided. Mr Rumelin assumes to 
be a Kealist, and in that character criticises the nuiderii (Jerman worship of Sh., which Nourishes, ho 
says, to the neglect of Goethe and Schiller. 'J’he 'riicatrc in Sh.’s time, he maintains, was, socially 
in a very low position ; the poet himself was held in but small esteem by his contemporaries ; both 
by his birth and his profession he was excluded from intercourse with the noble and refined; he 
wrote for a mixed audience (according to the ‘well-known representation of 'J'homas Nash’), of the 
/eutiesse doree, soldiers, sailors, servants, and wenches ; among whom there was no place for respect- 
able men or decent women. Furthermore, says the critic, in all Sh.’s dramas scarcely one can be found 
in which the treatment of the subject is properly developed or practically conceivable. In proof is 
adduced the above criticism on Romeo and Juliet, of which alone I can properly take notice in this 
volume. Mr Rumelin’s essay, written in a very brilliant and dashing style, naturally aroused the 
German Shakesiieare Society, against whom it was directed. In the ‘ Jahrbuch for 1S67’ tlicre appeared 
three answers — the first by Mr Kakl Elzh, who tieated Mr Rumelin very much 111 Sydney Smith’s 
style, on the piiriciple that the things in Ins book that were new were not good, and the things that 
were good were not new. ‘Mr Rumelin’s attack on Sh.,’ says this well-known eminent scholar, ‘is 
founded almost word for word on the following passage in Schlkgel’s Lectures {.IVorks, vol. vi, p. 
>73) '• “ Of what avail to Sh. was the cultivation of the age in which he lived? He had no share in it 
Meanly born, uneducated, ignorant, he pa.sscd his life in low company, and worked at day’s wages to 
gratify a vulgar n ob, without a thought of glory oi posterity.” Long ago Schi.k(.el silenced this hos- 
tile criticism by showing that there was not a word of truth in it, althougli it had been a iliousand times 
repeated.* 

The second reply in the ‘ Jahrbuch' is from Dr. Frihdr. Theod. Visciier, and if Mr Rumelin 
wrote lus volume honestly and sincerely, as I doubt not he did, and with a single eye to discover Sh.’8 
true aesthetic position in the world of letters, he cannot but rejoice that he has been the means of elicit- 
ing such a masterpiece of aesthetic criticism. Dr. Vischkr acknowledges llie charm of certain pas- 
sages in the Realist's essay, and acknowledges the value of such criticism on Cntici‘'m, but shows that 
in endeavouring to be a Realist, Mr RUiMKtiN goes too far and becomes a Materialist, and in his zeal 
against Sh.’s critics makes a fierce and undeserved onslaught on the poet himself. ('I'he substance, 
however, of all these replies to Mr Rumelin relates to Hamlet, and is therefore inappiopriate here.) 

The last reply in the Jahrbuch is from its editor, Fr. v. Boubnstedt, who exposes, as he says, Mr 
Rumelin’s superficial knowledge. The ‘well-known description in Thomas NaHi’ is nowhere to be 
found, and other citations also are shown to be erroneous, &c , &c. In reference to the chapter from 
which I have taken the above extract from Mr Rumelin’s essay, Bodensiedt says, ‘ It is an eternal 
pity that Mr Rumelin did not live in Sit’s days ; the poet could have learned so much from the Real- 

2E 



466 


APPENDIX. 


mjr and conduct of the action are in general excellent ; but the means taken by Friar 
Lawrence to prevent the marriage with Count Paris, and which alone brings on the 
catastrophe, is the strangest, the most unnatural, the most perilous, ay, and the most 
inconceivable, that the boldest imagination could have invented, while various easy 
and obvious means to the same end never once are thought of. We in vain ask: 
Why does not Juliet simply confess that she is married already, and confront the 
consequences with the heroism of her love ? Why does she not flee ? She comes 
and goes unhindered, and even the Friar’s plan accomplished no more than that 
instead of starting for Mantua from her father’s house, she would have to start from 
the neighbouring churchyard. Why does she not feign sickness ? Why is not Paris 
induced to withdraw by being informed that Juliet is already wedded to another ? 
Why does not the pious Father fall back upon the obvious excuse that as a Christian 
priest he could not marry a woman while her first husband was still living ? Put as 
it is, the tragic result is brought about by a mere accident, in the shape of the silliest, 
and in its execution the rashcst, of all devices. 


ULRICI. 

{^yahrbuch der Deutscken Shakespeare- Gesellschaft ^ p. 9. Berlin, 1868.) 

[In reference to the foregoing questions of Mr Rumklin, the learned commentator 
says:] Shakespeare would simply reply: <Thy questions prove, good friend, that 
thou art no poet; the remedies whereby thou proposest to solve the difficulty are pro- 
«aic to the last degree, whereas the remedy that Friar Lawrence adopts is thoroughly 
poetic, and his reason for adopting it is admirably brought forward: on the one 
hand, regard to his own safety recommended it, because he ought not to have mar- 
ried the lovers against the wishes or knowledge of the parents ; and on the other, it 
was inspired by the wish and the hope to unite the hos>tile houses, if, as a condition 
of their reconciliation, he could offer to liring to life the daughter of one house, and 
by the hand of the son of the other lead her back to them.’ 

BODENSTEDT. 

{^Introduction to Translation of Romeo and ynliet^ 1868.) — Just before Romeo 
appears, and when we know him only by name, the language takes a melodious, i)octic 
character, which, in the most graceful manner possilile, brings us a grateful relief 
from the preceding din of tongues and clash of swords. We become acquainted 
with him as an inexperienced youth, whose heart, athirst for love, glows for Rosa- 
line, a cold beauty, who neither returns nor understands his passion. That Romeo’s 
love for Rosaline is no mere boyish fancy, as the critics generally maintain, !)ut a 
strong, ardent feeling, the poet intimates cleaily enough. Romeo held his beloved Ro- 
saline for the glory of her sex, because he knows no other, and has had no opportunity 
for comparisons. His sympathizing friend Benvolio seeks to give him sucli an 


ist, not merely in his choice of respectable home-spun subjects, but also in the art of compf)sition, and 
in regard to the unities. The world would have been spared many a tear, for the Realist would have 
given such hints, so delicate and so thoroughly artistic, that, if Sh. had followed them, not one of the 
heroes of his tragedies would have come to grief.’ 

The next answer to Mr Rumklin comes from Dr. Ulrici, and the only passage in it referring to 
Romeo and J uhet is given above. Ed. 
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opportunity, because thereby he sees *he best way to lead Romeo’s passion in tke 
right path. At lienvolio’s suggestion and Mercutio’s, Romeo goes for the first time 
into a great com^.any, the bal’ nt oid Capulet’s, and, not to oe known, the friends go 
masked; he secs Juliet, *he daughter 01 iie he -tile house, vdio, like Romeo, app^*ars 
m such a Rstal gathering for the first time. ScarccW grown out of child’s shoes, 
but fourteen years of age, a freshly bloomi- g human flower, she is destined by her 
parents to become the wife of the yourg Coun. T i' whom she does not k low, and 
has never even seen 

'^he talk of the lovers in the still night is so full of sweet -lar ‘c, that one is so 
carried aw^ay by it that he can hardly so much as sa^ o himself: '^'his bliss i' t(» 
great to find room on earth; for such ove’‘pjwenng happmess this world of care is 
not made. 

Do w^e question whether it can last, whether it can possibly enaure ? Or.r delight 
in it overcomes everything, e’sen the fear 01 destruction ! What is time, as ordinarily 
measured, for those blessed with such ove ? One moment .jf such blessedness out- 
weighs centuries of common life. And besides every thoughtful man knows that over 
everything high and beautiful in life hangs a tragic fate; its bare breathing existence 
is accounted by the coarse multitude an outrage; it is tolerated only in Art. But in 
Art one must aot suffer his enjoyment of the truly beaudful to be disturbed by a self- 
conccited moralizing, as unfoitunatcly so often happens when the broad authority of 

a ccleliratcd name gives the law to criticism 

The maxims and -ntences of Friar Lawrence arc so general that they hardly admit 
of application to special cases, and least of all do they justify the opinion of various 
commentators that the I’oct intended in them to bring fully out the leading thoughts 
of this tragedy 

Passion gives power,” says the Poet, and he makes the calm, moderate wisdom 
of Father Lawrence give way to the passion of Romeo, not the reverse. Indeed, 
could we for a moment imagine the ardor of the young lovers changed or cooled by 
the persuasive breath of the Friar’s lips our interest in Romeo and Juliet would be 
extinguished instantly. But it is increased when the Friar gives the benediction of 
the Church to the tic woven by the purest and noblest passion. 

Romeo and Juliet is the first piece in which I have ventured to enter the lists with 
Schlegel, the special founder and ablest teacher of the art of poetical translation. 
It is also the first piece in wdiicli Schlegel appeared as the most distinguished inter- 
preter in his day of the great Briton. The first specimen of his work (Scenes from 
the Second Act) was published by him in 179^^, in the third No. of Schiller’s 

^ Horen' . 

That my translation is throughout an entirely new translation every intelligent 

reader, upon comparing it willi Schlcgel’s and with the original text, will see at a 
clanct. I venture to express the hoiw that it will he found to be an improved trans- 
lation ' Were I not myself persuaded of its worth, I should not presume to come 
before' the public with it. The wannest admirers of Schlegel must confess that Ids 
‘ Romeo and Juliet’ is inferior to his subsequent translations of other plays. Michael 
Bemays says it is to be regretted th.at ‘ Romeo and Juliet,’ on which Schlegel first 
tried his hand, and which was the first he published, did not undergo a revision at 
a later period. It was only in this piece that he made large use of the freedom 
which he took of substituting Alexandrines for the five-foot verse of the original. 
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ALBERT COHN. 

in Germany in the Sixteenth and Seventeenth Centuries : An Account of 
English Actors in Germany and the Netherlands ^ and the Plays performed by them 
during the same period. London, 1865.) — We have no evidence to show that this 
piece [Romeo and Juliet] was ever performed in Germany earlier than 1626, and 
the version now before us* is probably to be attributed to a somewhat earlier date. 
The employment of Alexandrines is a proof that it cannot have been made before the 
introduction of that species of verse by the Silesian poets. The places mentionedf give 
no clue as to the place where the play was first produced, but dialect and orthography 
point to South Germany or Austria. Neither have we here the authentic text as it was 
played by the English comedians, but a version calculated for the requirements of 
the stage at a later period, in which the English element was but very slightly repre- 
sented in the companies; perhaps, indeed, was little more than a reminiscence. The 
reader will perceive at once that this piece does not proceed from any of the numer- 
ous sources on which the Shakespearian tragedy is based. On the contrary, it is 
Sh.’s play, almost scene for scene; many passages, indeed, are literal translations. 
Though certainly against the intention of the editor, there are even instances in 
wdiich really poetical passages have slipped in from the original unobserved, tne 
poetry of which, however, can only be discerned after they have been divested of the 
jargon in which he has clothed them. But the reader will easily perceive how he 
has compensated himself for such mistakes, by the omission of all the finer motives 
of this magnificent tragedy, as also by the insertion of comic scenes which are utterly 
devoid of taste, and, by their disgusting coarseness, obliterate even the very small 
amount of tragic feeling of which this author is capable. But the treasure of poetic 
thought contained in this sublime fiction is so inexhaustible, that, notwithstanding 
the mutilated form in which it is presented to us, we can still imagine that it must 
have excited immense interest in a Gennan audience of the seventeenth century. , . , 
These were the actors who, as the earliest representatives of the English stage 
abroad, initiated the Germans into dramatic art, and, when Sh. was still living, trans- 
ferred his works to German ground ; but nearly a century elapsed after the English 
comedians had disappeared until Sh.’s name appeared in Germany. The Gallo- 
mania which infected the nation, exhausted by the Thirty Years’ War, and corrupted 
the morals, gradually destroyed the effect of English influence, and interrupted for a 
long time that develoianent of free dramatic art so auspiciously begun under an 
early impulse received from the representatives of the old English stage. It was 
only in an indirect manner, and most probably without any acquaintance with Sh. 
himself, that Andreas Gryphius, the only German dramatist of note in the seven- 
teenth century, became indebted to English models for the vast superiority whtch he 
attained over his contenq^oraries. Sh.’s name occurs for the first time in Germany 
in Morhoff’s ‘ Unterricht von der deutschen Sprache und Poesie,* 1682, but the 


• Mr Cohn, in his very valuable contribution to Shakespearian literature, prints the German text 
(with a literal English translation by Mr Lothar Bucher in parallel columns) from ‘ the only known 
MS. in the Imperial Library at Vienna. Extracts from it have been published (very incorrectly) in 
Eduard Devkient’s Geschichte der dentscJien Schauspielkunst^ Band i, Leipzig, 1848, pp. 408-434. 
The present impression is the first ever published of the complete play. The MS. has no title-pagt 
and bears no date.* Ed. 

t As where the Clown speaks of Kollschin, Budweiss, Gopplitz, Freystadt, Linz, as places when 
husbands and wives have respectively more than one wife or husband. £d. 
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uathor at the same time confesses 1 mself perfectly unacquainted with his works. 
We next meet ^ ith Sh.’s name in Bartho.d Feind's ‘Gedawken von der Opera,* pre- 
ceding a collection of his poems, i/>8; but all th"t he has to say of Sh. is that, 
according to * M. le Ch' valier Temple,* so :e persons, on hearing a reading of the 
tragedies of ‘ the famous Engli',H tragedian, SL J espeare/ couLi not help sobbing 
loudly and shedding floods of tears. As !ab a** 1740 the name of Sh. cjidd appear 
in the works of the learned !». joiner in the guise of * Sasp r,* the best proof that he 
knew Sii. only from hear‘..y. The first who was fav lined ” 1th the gift of appre- 
ciating Sh. to a certain extent was a Baron von I>(T tk, Prussian ainbassad'^n* in 
London, who in .741 translated ‘julius Ca^s.tr’ into German Alexandrines, a very 
creditable performance for that time, which, howeve’*, was tabooed by Goltsched and 
his school. But what must have been the mortification 01 the latter when he saw 
his disciple, Jonn Elias Schl'.gel, the dramatist, so much appreciating oh. as to admit 
his superiority over Gryphlus ! and ♦ ns he really did in periodical founded by 
Gottsched himself, the blind ivorshipper of Ficnch taste. A few other faint voices 
made themselves heard in praise of Sh. ; the boldest of these belongs to a writer in 
a periodical, ‘ Der Englische Zuschauer,* 1742, who had the courage to confess that 
he would m’’ch rather read any play of Sh., however ‘irregular,’ than any of the 
mc' jt ‘ regular’ pioductions of the leading school. A few persons only, however, 
could boast of so intimate an acquaintance with Sh., and for a series of years the 
latter continued b) ^^nnain almost unknown in Germany. In Zcdlcr’s laige Cyclo- 
paedia, 1743, Sh. i-- mentioned as having achieved great skill in poetty, ‘although 
he was no great sciiolar,’ and as having had ‘some subtle controversies with Ben 
Jonson to the advantage of neither of them;* and even in 175^ learned Jocher, 
in his ‘ Gelchrtcn-Lexikon,’ copied this luminous dictum with the only addition : 
‘ He had a humourous turn of mind, but sometimes could he also very grave, and 
excelled in tragedies.* It was reserved for Lessing, the great regenerator of the 
German drama, to impress his countrymen with the genius of Sh., and with the con- 
viction that a conscienl-'ous study of his W'orks was the only means of lescuing the 
drama from total decline. The enthusiasm with which the Germans responded to 
this call of their greatest critic, and the results since obtained by them in the field 
of Shakespearian litenaUire, are sufficiently well known; and it cannot be denied 
that no other nation has ever made a foreign poet so completely its own as the Ger- 
mans have done in the case of Shakespeare. 

40 
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CASTELVINES Y MONTESES. 

TRAGl-COMEDIA. 

By Frey Lope Felix de Vega Carpio. 

(Translated by F. W. Cosens. One hundred and fifty copies printed for Private 
Distribution. London, 1869.)* Act I, scene i, opens with Roselo Montes (Romeo), 
Ansebno (nearly corresponding to Bcnvolio), and Marin^ Roselo' s servant, standing 
in front of the mansion of the Casfelvinesy which is lit up for feasting and revelry. 
RoseJOi * longing for pleasures prudence doth forbid,’ persuades Anselmo to go 
masked to the ball with him, and in the discu'^sion the deadly feud between the two 
houses is fully set forth, without any explanation of its origin. 

Scene ii. Garden of the House of Antonio (old Capulet), with Guests, Musicians, 
&c. Roselo and Anselmo enter masked; the former catching sight of Julia^ to 
whom her cousin, Otavio^ is making love, exclaims : Oh, wondrous beauty ! in deed 
and truth thou a Castelvine’s heavenly seraph art. Anselmo tries to make him resume 
his mask, which in his enthusiasm he had removed, but he refuses, on the score 
(which seems to have just occurred to him) that it is ‘ most treacherous thus to steal 
within this good man’s house.’ Antonio (Julia’s father),recognizcs Roselo, and his 
rage is excessive, but he is soothed and calmed by his brother-in-law, Teoballo, the 
father of Otavio, Julia is struck with Roselo' s beauty, and tells her cousin, Dorotea^ 
that Love himself ^ in masquerade would look like yonder gentle youth, all grace.’ 
Roselo and Otavio both make love to Julia at the same time, and she gives hef 
hand to Roselo, but turns her face to Otavio ; Roselo understanding that her conver- 
sation is meant for him, although it is addressed to Otavio. In this way Julia very 
adroitly gives a ring to Roselo, and makes an appointment to meet him in the Gar- 
den. After the guests have all departed Julia discovers Roselo' s name, and bids het 
maid, Celia, go to him on the morrow, and in her name retract all that she had said. 

In scene iii, between Arnaldo, Roselo’s father, and his servant, Lidio, we are in 
formed that Roselo is fond of fencing, horses, tennis, and dicing now and then. 

Scene iv, in Antonio’s orchard ; Julia gets rid of Otavio by asking him to go and 
lull to sleep her father, who rests but ill, and afterwards come and take such poor, 
ungracious love as she may have to offer him. Otavio retires and Roselo scales the 
wall by means of a rope-ladder and enters, gaily dressed. Julia tells him that it is 
impossible to continue their friendship now that she has discovered his name, and 
begs him to leave her. 

Julia. When first thou didst entrap my wand’ring eye, 

The sight was love, — for doth not all Verona 
Full loudly sing Roselo Monies’ praise ? — 

*Twas then I licence gave for words, 

’Twas then I own’d myself thy slave; 

But, since I know thy name and kin. 

My love ebbs back, all chill’d at heart. 

Fearing all ills, aye, even dark death’s hand. 


• I cannot but think that others will be as much interested as I have been in noting the different 
treatment that the same story received at the hands of Shakespeare’s greatest dramatic contemporary 
emt of England ; I have therefore given a synopsis of each Act and scene. The translation by Mr 
Cosens is as faithful, presumably, in its rendering of the original as it certainly is beautiful in typo- 
graphical execution, and should be highly prized by all students of Shakespeare. £d. 




LOPE DE VEGA. 47 1 

Roselo says that 1.2 will do anythii 'r she asks him, except refrain from loving her# 
Roselo, I’d have tl|ee all mi’^e own, sweet star 
In secret, if thou wii . a clo''^ Hen Iship 
With a holy friar I have, and Li, I know. 

Will aid us ; but should his conscience s''rtipies hold, 
ni find sune subtle means of c*’rt. 

^ulia. Mj very ' c’oth tremble at rhy wot Js. 

Roselo, What fears my dearest Jwha? 

^lia. More than thousand ills. 

Roselo, They are but fa icicd ills ; once wea. 

All rivalry would cea^'e, all hatrcct should be deau. 

Love beckons by this safe ..nd secret road 
To hoi 1 our houses free from hate. 

And through our love shall snile everlasting peace 

Julia. Look that thou no promise dost forget. 

Roselo, Nay, this I swear, fo. getting such, 

May heaven desert me at my need. 

Julia. Swear not, for I have read 
That ready swearers have 
Scant credit with the world or God. 

Roselo, What shall I say, sweet maid? 

Julia, Say that I thy heart’s desire am. 


The Second Act opens with a conversation between Teohaldo and his servant, 
J'esenio, in an open space before a Church in Verona. Fesenio tells his master that 
two ladies of the Monteses had pushed aside, in the church, the chair of the Donna 
Porotea (Teobaldo's daughter). This insult brings about the catastrophe of the 
drama. 7'coMdo is furious, an4 in his rage apparently exaggerates Uie offence: 

‘ Such ’haviour would disgrace a very Goth, To jostle noble ladies from their seats. 
While they are talking Olavio, yuUa, and Celia approach and enter the church. 
■reobaldo sends Fesenio to bid Otavio come out to liim, and as soon as the young 
man appc.ais the father upbraids him for dangling forever at his cousin s heels, 
utterly heedless of the family honour. After having thoroughly roused Otavio by 
callin.r him a coward and a fool, he tells him that ‘ the seats prepared for liis kindred 
in the^church these craven Montes dared to misplace,’ and they both then rush into 
the church to find the ‘coward crew.’ While they are gone Soselo and his friend 
Anselmo appear, and the former tells Anselmo how he has been married to by 

Aurelio, although the good friar bogged with tears to be excused from perfo.m.ng *e 
ceremony. Anselmo can sec in it nothing but misfortune, owing to his friend s rash- 
ness- and asks Roselo how he manages to visit his wife. 

Roselo. In the soft silence of the dreamy night, 

Beneath the orange-tree that shades 
Her lattice; and by the cedars dark I place 
A corded ladder strong; Celia doth wait 
While we sweet converse hold. 

When day shakes loose her golden locks, 

T bid adieu, and by the cords descend. . „ . . 

prudently suggests that O/uruu may catch him, hut it seems, proWde, 

against it, because 
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Beneath the orchard’s wall, from eventide 
Till midnight, she speaks and walks with him ; * 

He then doth bid farewell, and homeward goes 
To dream until the morrow sunlight knows. 

Anselmo, And this is loving woman’s wit I 
Hast thou no jealous fear his words 
May not be such thy wife should hear? 

Koselo, I often in close ambush lie. 

And hear each word. 

Their conversation is interrupted by terrible outcries issuing from the church, in 
which Antonio {^Roselo's father) is heard to shout — 

Although thou hast the seats 
As high as heaven’s vault, 

I would, as I do now, seize 
And cast them to the lowest hell. 

Roselo recognizes the voice and rushes into the church, whence immediately issue, 
with drawn swords, Antonio^ 7'eobaldoy Otavio^ and Resenio, who place themselves 
on one side, AmaldOy Lidio, Marin y and Anschno on the other; RoselOy in the cen- 
tre, acting the part of a most earnest peace-maker, offers to replace the seats in the 
church whence they were removed, but Otavio will not listen to reason. As a last 
appeal, Roscio cunningly proposes that Otavio shall marry Andrea MonteSy while he 
marries yu/ia Castelviuy whereby * every cause for strife and broil would cease.’ But 
nothing 'will appease the furious Otavioy even more enraged at this last insidious 
proposal, and in the fight which follow's he is killed by RoselOy who, as the Duke of 
Verona, with soldiers, appears on the scene, takes refuge in a tower, and is stoutly 
defended by his servant, who hurls stones at those below. The Duke endeavours to 
find out the guilty parties, and all assert that Otavio was alone to blame ; the Duke 
having persuaded Roselo to descend from his tower, appeals to Julia to know whether 
Roselo is guilty of her cousin’s death. 

Roscio. And I in truth dare ask her if he fell 
In fair and open conflict, ay or no? 

Julia. Most noble Duke, albeit I have lost 
A cousin and protector both, a thousand times 
I say but yes and yes again, for truth 
Doth force these words from out my hapless lips. 

Duke. Saw’st thou the fray, dear lady ? 

Julia. From yonder holy porch, the fray 
Was seen of all Verona. This gentleman 
Did almost sue for peace ; 

Otavio, proud and haughty as Castelvin’s son 
Should ever be, did seek a cause, alas I 

For quarrel with this Montes youth — [/h//j on Celia’s neck. 

Oh, heaven ! then my witness is in truth — 

I nothing saw through blinding tears. 

All witnesses being in favor of RoselOy the Duke is puzzled, and appeals to the Cap- 
tain of the soldiers. 

Duke. — Good Captain, what for prudence* sake 
Should now mark best our course ? 

Captain. From out Verona he must banished be, 

For if he stay a tumult will arise 
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Duke, i'hy counsel doll command our thoughts, 

Roselo is th^'rofore banished, but, m he meantime, the Duke takes him to his 
palace as * an honoured gue.*t.’ 

In the second scene Roseh takes lea' ; )f yulia, promising that he will come in 
secret to Verona * when only stars can see, uiiti’ f-^vouring sunsh'ne smiles with hope 
upon their loves.' The two servants, and Celia,, also make love, and part 

with similar promises. The ..Koi^iew is interrupted by jHlia^s father, who, heading 
strange voices in the orchard, calls for iiis ‘lialberd, '^nd Rusr^o escapes with Marin 
over the wall. When Antonio enters, yulia explainr her tears by her sorrow for 
Otavio* $ death, v*hom she mourns, not only a** he. cousin, but as her prospective 
husband. This sets her father to thinking, and after her departure he com-des to his 
servant that he must provide a husl)and for her: 

Her husband should be brave and noble, rich. 

And must wcll-favor.r’d be. 

Count Paris did entreat me for her hand. 

Ere he did journey with the Duke ; 

Jle will return anon. Think’st thou, good Lucio, 

She’ l mourn the dead forever, wniile 
A living lOver woos her tearful eyes to smile ? 

The third scene is laid on the road to Ferrara. Count Paris, Roselo, and Marin 
enter. Count Paris says that he has turned his back on Verona, having found out 
that yulia was a'^erse to his wooing, and that, although he was closely bound in 
friendship to the C.istle vines and to the dead Otavio especially, yet Roselo had acted 
so nobly, that, for his sake, he was ready to be a Montes. Roselo gratefully accepts 
lis offers of friendship and protection as far as Ferrara, for he is much in dread of 
the bands of hired assassins which Teohaldo had sent after him. While they are 
talking, a messenger enters, bearing a letter fiom Antonio,hcgg\r\g Paris to return to 
Verona to avenge Otavio' s death slain by Ro^selo's treacherous steel, and ending with, 
‘Julia a husband waits — I a son-in-law elect,' Paris, of course, at once turns back 
to Verona after assuring Roselo that he will still retain the same affection as ever for 
him after he is married to yulia. After his departure Roselo' s excitement knows no 
bounds, and he fairly shouts aloud denunciations of yulia' s perfidy, which he at once 
takes for granted. 

The Third Act opens with an interview between Antonio and yulia. Antonio 
tells his daughter that he has pledged his word (* and Castelvin’s honor knows no 
taint nor shade’) that she shall marry Paris, yulia is horror-struck, and says 
aside, * Dare I not die ? What fear I then ? — thrice welcome death I* then aloud to 
her father : 

I am ready, and to-day, to wed the Count : 

Whene’er he cares to claim my hand 
»Tis his I 

Antonio. Thou speakest bravely. 

yulia. Sir, ’tis in vain to seek to cross thee more : 

Thine honour is as dear to me as is mine own. 

Already call me, sir. Count Paris’ wife. 

Antonio overjoyed hastens off to prepare for the wedding. 

yulia. Portia did seek stern death in stifling flame ; 

Lucretia’s steel was sharp and quick; Dido with sword 


40 * 
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At breast, sighed sweet memories *neath the mooa 
To her brave Trojan youth, weeping salt tears 
To swell the sapphire sea ; Iphis a cord 
For blind Anaxaretes’ love, and for that cold 
Proud Roman’s threat the subtle poison’d 
Draught fair Sophonisba drained ; 

Hero of Sestos on her sea-girt tower waits 
Sadly in vain ; she sees Leander’s corse, 

And casts her body headlong in the surge j 
With poignard point at breast, and bated breath, 

Slow sliding o’er the bloodstain’d grass 
Dies Thisbe ; and so ’mid lovers holds 
The palm for purest love. 

For me, nor fire, nor cord, nor poison’d bowl — 

One single shock shall free the deathless soul. 

Celia^ her maid, enters and tells yulia that she delivered to the Fiiar Aurelio the 
letter in which Julia said that she would die rather than many Paris, and adds : 
My grief was great 

To see Aurelio weep, for at each word 
He read a bitter sigh escaped his breast. 

His cell he enter’d, and when an hour had gone 
Return’d, and^n my hand this phial placed. 

And said that thou should’st drink the juice 
It doth contain 

Julia does not at once place faith in the Friar’s prescription, but Celia replies ; 
Thou knowest, lady, he’s well skill’d 
In subtlety of herb and poisonous weed, 

And hath a fame more wide than all Verona holds. 

Still Julia is not convinced, but says ; 

True, he is learned in every herb that springs. 

And every subtle distillation, too, he knows; 

Should this be weak, and should its charm 
Lead me to love the Count, and so Roselo harm ? 

However, Celia at last overcomes the distrust of her mistress, and Julia drinks 
the draught in the belief that it is poison : 

Julia, I drink the draught ; Celia, farewell I 
I die Roselo’s own true wife ; this truly tell I • . , . 

Hah! the confection works through all my veins; 

My quaking flesh doth creep, my very soul 
Seems torn from out its earthly home ! 

Oh heavens ! some poison Aurelio hath distilled ! 

Hast given me the potion that he sent ? 

Celia, That, lady, only which Aurelio did command. 

Julia, Methinks some sad deceit, and he 
Hath changed the draught ; the fluid works 
Upon my bursting heart as rankest poison might. 

Celia, Didst drink it all, sweet child ? 

Julia Each drugged drop, unto the last. 

Celia, What feel you now ? 
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yuHa. That every vein C th throb and bur^t, 

And ev ry breath coiuei thick ar I hard; 

A crushing weight doth rest jou my heart; 

Oh, heavens, CeMa! 

Celia, Sweet lady I 

Julia. Madness now seems 1'' se’ze my beating brain ! 

Celia. What trea»,aufy’s this? Would 1 haa ne’er been bom 
To be the messen'^jr of ill, sweet gin I 

Julia. I would tliou’dst brought it earlier Oh, sweet sleep 1 
Tell my Toselo not my deaJi to wfeep. 

Celia. Alas) alas) dear Indy, I — 

Julia. Tell him I diea his own true loving wil- ; 

Tell him I wait him mid the starry host; 

Tell him I died with woman's truth — 

I could not live to be another’s bride. 

Tell him ne’er to forget his Julia — luckless maidl 
Nor let her love e’er from liis living memory fade. 

Celia. What cruel agony ! — what moisture rests, 

Like swollen dewdrops, on her gentle brow 1 

Julia. My feet refuse their office — I cannot stand ! 

Celia. Come, come, rest upon thy couch and sleep; 

*Twill socn pass o’er — let me lead thee in. 

Julia. I know not I Oh, sad end to all my love I 
And yet I die consoled— we’ll meet above. 

Celia, write tenderly to my husband when I’m dead; 

And— and — 

Celia. What says my Julia — ^mistress dear? 

Julia. I know not what I spake. ’Tis sad to die 
So young, 

Celia. Come, sweet lady— come, rest upon thy couch. 

Julia. Father, adieu ! I am Roselo’s, and forever now 
I’m his alone ;— dear Celia, wipe my brow. 

Celia. Come, gentle lady ; come. I’ll lead thee in. 

Julia. I cannot stand! Oh, farewell, my husband! 

My only love 1 sweet husband. Ah I ^ [Exeunt. 

In the next scene Anselmo finds Roselo wandering disconsolately in the streets of 

Ferrara, and tells him how 

Antonio to his daughter did propose 
This marriage with the Count ; but neither 
His commands, the gentler sway of friends. 

Nor word of kinsmen could persuade her aught 
To sigh the magic ‘ Yes.* 

Her father using high authority and sway. 

Perforce she yields, and, the betrothal fixed. 

The night did see the vestures of brocade • 

And gold in hottest haste prepared, 

The torches lighted, Paris by her side attends, 

When Julia swoons as one with mortal sickness struck, 

And falls as dead. 
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Roselo* "What! my own sweet Julia dead? 

Anselmo, Hush ! I did due caution hold, and said 
That thou shouldst listen. She fell as dead. 

Roselo, How can I listen if my love lies dead ? 

Anselmo. Thy Julia lives. 

^^nselmo then proceeds to tell of the mourning and weeping, and the funeral; all 
the while Roselo is in an agony of impatience; at last Ansehno tells how /'>/'? r 
Aurelio sought him out and divulged the natiirc of the potion Julia had taken, 
which would * bring two days and nights of deathly slumber to the heart,* and that 
he must seek out Roselo and bid him hasten to the tomb, and on her awal^ening Hy 
with Julia to France or Spain. The scene ends with some poor fun from Marin, 
who is the clown of the piece. 

The next scene discloses the Lord of Verona trying to console Count Paris : they 
are interrupted by Antonio, who enters to announce that Julia being dead, and all 
his vast possessions needing an inheritor, he had resolved to comply with the wishes 
of his kin and marry his niece, Porotea, who responds to his offer, and that he is now 
only awaiting a dispensation from Rome. The Lord of Verona and Paris at once- 
heartily congratulate him, and he leaves them to visit his ‘young Inride.’ 

Scene iv, The Vault beneath the Church of Verona. Julia awakes, and is terri- 
fied at her situation, scarcely knowing whether she be alive or dead ; at last memory 
returns, and she remembers the Friar’s potion. Just then, seeing a flickering light 
enter the tomb, she retires to a corner of the vault, and Roselo comes forward with a 
lantern, and Marin following : 

Marin. Pray leave me here, ’tis more discreet, 

I’ll guard the door that’s nearest to the street. 

Roselo, Anselmo’s there ; . . . . 

Why stand aghast and look 
So pale and tremble ? 

Ma7‘in. ’Twere better that the P>ishop with his train 
Should come with holy water first. . • • • 

Ah I I feel a touch upon my arm ! 

[_Ove7'turns the lantern and extinguishes the light. 

Roselo. Accursed be thy clumsy hand and foot I 

Marin, Assist me. Holy Mother, all the saints give aid. 

I feel I’m dead and buried, with mouldy corpses laid, 

Roselo. Silence ! some one speaks. 

Marin. Oh ! did you hear a corpse’s voice ? 

Julia (aside,) No doubt Aurelio’s potion did contain 
Some sweet confection wooing without pain 
Death’s counterfeit, soft slumber. 

And in this house of death they’ve laid me. 

Roselo. Again the whisper of a human voice. 

Marin. Oh, good San Pablo and San Lucas, 

Et ne nos inducas — 

Roselo. Here, trembling fool, this lantern take, 

And in the chapel of the church above 
Thou’lt find a light. 

Marin. How can I venture there alone, for note yon not 
How unnerved I am ? I feel both cold and hot. 
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Roselo, Cease thy cowarJl words, and go at once, 

Marin. Good gracious ! who again hath touch’d my arm ? » • • • 
Roseio, What ci. - be done ? 

May'in. Hoy should I kn< v? 

Roselo, Canst touch the wall ? 

Marin. Ugh! In Lie nape of die neck I’ve touc.hed 
A co’d and clatamy or ■p'je oh dear ! 

San Bias, Antonio, pU the siints, oh ' earl 
Roselo, How now ? 

Marin. Ugh ! I touched it now; so fat ana soft, 

A friar’s paunch. I’ll rwear. Ah, aiere a skull 1 
It seems an ass’s, ’tis so big ; I feel 
As if h 1 teeth were fixed upon my heel. 

Roselo. Wlia^^!- teeth? 

Mann. I tremble, know not .vhat I say or fear; 

I put my finger ’tween the stones all broken here. 

And tnought ’twas something gnawing at my flesh — 

V7ho touches me again- -oh, dear ! 

Roselo Where have they laid Otavio’s lifeless corse? 

Ma*'in. Why speak of that just now, good sir ? 

Oh help ! . . . . 

yulia {udde). Alas! alas! no hiding-place I see; 

They come, las! and whither shall I go? — 

Gentlemen, pray, say are ye alive or no ? [^Roselo an. f Marin fall down. 
Marin. I’m not alive; in fact, I’m sure I’m dead. 

Roselo. Who speaks of death with such melodious voice ? . . . • 

Sweet Lorve, illumine with thy magic fire ! 

Marin. I wish Love would ; these dead men here 
Like droning bees go buzzing by your ear. 

First right, then left, but give no light to cheer. 

Roselo. Courage, we’ll shout. Sweet Julia, love ! 

Marin. We’ll supjxise Otavio hears you call, 

H Jli wake the drowsy dead, both gre.at and small. 

Roselo. My Julia, sweetest love and wife! 

Julia (aside). That voice ! — it brings assurance to my heart! 

But if it be Otavio’s voice. I’ll call, 

And solve all doubt. Otavio, sjieak. 

Marin. They call Otavio, and we’re dead men now. 

Roselo. I’m not Otavio, nor his shadow’d self. 

Julia. Who art thou, then ? 

Roselo. Roselo Montes. 

Julia. Roselo ? 

Roselo. Dost doubt ? 

Julia. Some token give in proof. 

Roselo then goes on to say that Anselmo told him all about the potion that the 
Friar had sent to her. This, however, by no means allays Julies mistrust, and she 
asks what was her last token to Roselo ; he replies that it was a precious relic. Nor 
does this satisfy her, but she demands to know what present Roselo gave to her ; 
again he tells her. Then she asks still further what was given the next day; with 
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ecjtial Teadiness R^j^lo answers, *the' diamond jewel which ddJtli clasp 
Jtdiq ^qSjfeWes that t^^se proofs are ‘most cej^ain/ and yet she would like'to'know 
how she addressed her first letter to hiift. has lost his patience' hy this tim^ 

and breaks fo^Jh ; ‘ More questions in/thls murky, musty place V Roselo^ howe jer, 
answers glibly’ |ind borrectly, and then yulia says, * Approach, dear husband of my 
soul.* They are now anxious to leavfe the t6ml%.an4 Rosdo appeals to JuliaXo devise 
the means. 

. Julia, It will be wise we stijljjo jurell disgqiSed; 

So long as these sad ills pursue,^/ " . r ‘ , / ' 

At the fann whiclt my dear father owns. 

Two labourers’ dresses wiJl be |ra0d masqueradet • » . • . ; 

Rosilo, Let u^fortlj, sweet Jiilia. . • . . 

. OrFoi;tune lair, upon our true )Qve sroile. » \Exeimt, 

. Mntomq/, while ^yaitiiig^o receive from the Pope the dispensation for hjs marriage 
decides to- live in the neighbourl^ood of Verona, with his bride; and 
the'fiQih^and last scene opens ajt a farm-house, where all is bustle and preparation in 
nnticlpatidh of Antonio's visit. » ^nse/mo^ Roselo, Julia^ and Marin enter, r.isguised 
flS yil^ers, with slouched hats, reapingdiooks, etc., and ask to be hired as servants, 
according "to their several capacities. The young hostess welcomes them, and tells 
tke reason of the unwonted flir. 

Roselo ^aj>art to Julia,) Hearest thou, sweet wife ? 

Julie (apart to Roselo.) Ah, sad, unhappy hje ! 

Ansdmo (apart to Julia.) Thyfather, th6n, will wed again. 

Thy patrimony lost, and I 

Then left alon/i 4o pipe without my Dorotea, 

Wliom*! have loved since that sweet night 
' When mask’d we danced till morning’s light. 

Julia (apaA to Anselmo,) Great Heaven ordainetti all things 
^As it will. 

They separate, Julia to enter upon household duties, and Roselo zxid Anselmo to 
work in the fields. 

Antonio immediately arrives, and, after some banter with the hostess on his 
approaching marriage, he is left alone ; and, while wondering at the delay of Dorotea 
in joining him, and congratulating himself that his age restrains him from acting the 
impatient lover, a noise is heard above. 

Presetvc me, Heaven, what noise is that ? 

Sure ’tis the thunfder’s echo that I hear! 

It seems as if the wheqls of sound 

Had snapped their aJtlcs, and in one dread crash 

Tumbled in ’atoms to the earth. 

The strength of blood’ is not so sound 
In creeping age as ’tis in lusty youth; 

,^y hair doth staled on end in truth. 

Juli% (tmseen above. ) « F atlier, father ! 

Antonio. * Great heaveps; I kqow that voice, ’tis— 

* Julia. leather ( ‘ * 

Antonio.^ ’^Tis Julia’s voice, or fear creates th^ sound. 
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If thou hast ean to heay front qttf*' ' 

Beyond me clouds pf 'teth I sgjaltl, 

Antonio, It>, indeed,* iny ^^liais /picel 

y«/w. Haot thou TcM^gottiqa ftU, ih4 .thou :anst doubt * 

Thy*dauglitsr*s yoicq^? - ' 

A'^tmio. y 'here a^t thou, c^ijd, ^rlu \. h .t thy wish ? 
yulia^ From the brl^^f ‘‘oraphim I come 

To hold discourse with fhee, *iW ' 

^ntondd, Sweet child, thy words ih^ar, bu. ^eemlftg ni^ht^^ 

, S>cth cheat jne of thy face the * • 

Julia, Barest thou lo( upon tne foim 1 bear? ' 

Ant nio. No, I should die; speal^ say on. ' 

Julia, *Twas thee alone who caused my death.» 

Antonio, I caused thy de-fh, »h, heavens! howl 

Julia, Didst n t seek to jved me 'gainst my will ? ^ ' 

Julia then proceeds to tell her father of her love and secret ini^rriag®.^ Wher6« 
upon her father shifts the blame pn her, f'lr not having come to him and ^ tonfesse^ 
alh and that never could have held out against her showers of tears. Julja pleads 
that * 1 ewildered joys imagined dangers dark,* and she preferred death. 

But, father, thou wilt wedded be anon : 

Accept a d^ ghter’s prayers. I’d have 
Thee^ wed, forgetting me and all my faults ; 

But should my memory fragrance hold, 

Far^jive my nusband, and in peace remain . 

For my poor sake ; oh ! seek not to dtfsiioy. 

The lieait I love, or at each coming night 

I’ll hover o’er couch with toiiiient, till the light 

Compels me to be gone. * 

After having told her lather that her husband's name is Roselo Montes, she. bids 
him farewell.* Antonio calls after her that, for her sake, he will hold Roselo as a son 
for evermoie. 

Teobaldo, Dorotea, Count Paris, and soldiers with halberds enter, guarding An- 
telmo, Roselo, and Mann as prisoncis. 

Teobaldo, gieatly excited, tells bow Rosejo was discovered, in spite of his dis- 
guise, and wishes at once to decide upon the manner of his death. 

Consider we anon what death he dies; 

Shall he be tied botl^ hand and tW 
To yonder tree, and each an arrow shoot? 

Or will you slay him with your swoid or gun ? 

Speak, Antonio, and let the deed be done I’ 

Antonio, to their astonishment, says that R^oselo must not die ; and then reklps 
what Julia’s spirit ‘from just above the roof' had told hirn, and winds up^wilh* 
urgently begging Teobaldo to give his daughter Dorotea to Roselo, %o that peac5||nay 
be confirmed between the rival houses. Count Paris also joms his entmaties to tlkose 
of Antonio ; Teobaldo replies, 

If peace by heaven thus shall be ordain’d, 

Roselo, take her as thy wife. 
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Enter JULIA. 

Julia, No, not so ; wouldst thou, traitor, 

Wed two wives ? 

To the exclamations of wonder that burst from all, Julia replies, that she is alive 
and in the flesh,’ and that her death was only simulated. 

Roselo, Once rescued from the grave, she’s twice 
My wedded wife. 

Count. And then twice over should she wedded be. 

Antonio, My hand, Roselo ; and to thee, dear child. 

My arms. 

Julia. Wait, dear father, first my cousin there 
Shall have the husband of her choice. 

Teobaldo. And who is he, I pray ? 

Julia. Anselmo. 

Anselmo, And that is me ; I am prepared 
With list of all my virtues, gold, and gems, 

And lands. 

Antonio, Enough, let’s join their hands. 

Marin. And I, with all my virtues, where 
Shall I find one my cares to share. 

The fright I had upon that awful day, 

When I dragg’d forth from death yon mortal clay. 

Julia. Celia is thine ; a thousand aucats, too. 

Roselo. Good senators, here, I pray 'tis understood 
The Castelvines ends in happiest mood. 


FIVTS. 






